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«KTcTO ( rfojgfp )> SrFU Then by trans- 
feie.ice (or 55^TT ) it means the book on \ 

comp—^TOT: l Or mf&4 ( ^T^T* ) 55^ 

{ arffcfiraT ) sfr WT or BTf^Wt 

^tRf^ot: l Or ?TTfW aytH fa '4 q^fa q: ( ?F*j: ) 
^R+TT+faR+ r -fJ «firffa ^TT^m-^nf^^TOT: I The 

treatise which explains all about Sahitya. ?apc 

conics 11 regularly by the mle \” Or as some 

?a\ 5T^JTf< loi Ills there. ^qV^TOl 

35RlP^H«IR Ml about Sahitya Br 

Rav\ i are discussed here. Compare — 

‘fsfafqf ^PT^ft STPSfFt ^TTf-^ 

sroff fifert ^TRTR: H (See also 

the Title discussion in our STTf^eW'®T chap. I). 

N. B. The reading flrf^-tR'Tis iKo seen sometimes. 
But qsgjn ft list has (there), Koshas mostly use 

it in masc like gp; \ So we like to reject the reading 
here 



Having defined as 'arpftf <wrew>* and 

having supported “^Tcq^qTTOr*^” with reference to 
Wf ft pgT* r fir (in chap 1) and having dealt with arftNT, essmrf 
and c^Sfrfra T ftfi of words in ch. 11 and having stated T^TTf^r - 
srfai (manifestation of sentiment in chap. JIIj through 
1&TOTW or prop of sentiment ( and fsRTW), 

sjgTOSf (external manifestations or signs of sentiment) and 
sirf^HTfoTT^ (concomitant ideas, emotions and feelings), 
and having stated to as 3TT^n?j etc—due to ?toep (in chap. 
Ill) and having divided into ^rfTO<a| and 

(in chap.IV); and having said something about 
in ch. V, our author will here again show as ^zr and 
«psf on the basis of and i Hence before 

entering into the subject matter or Text here, we will 
first say something about for according to our 

author TOTfeMN * ; s the essence of all and it has 
bearing even in this chapter (cp. si. 62-64, 170 etc.) and 
in h»mi * Our argument and instances 

will all along be here on the line of our author as said 
in chapters IV and V (mainly). 





A discourse on Dhwani— 

( and tsrftsijToqrq ) | 

Our cultural heritages of the Vedas and uprfnishads 
declare that from Paramatma’s creative Will came out 
then then letters, words etc.—(TT5p ^ 

^ fwisr —Rigveda ; also see Sitopanished and our 

Ev. of Gita P. 86.) 

And a sentence is the combination of words—the words 
tying therein in close contiguity, the one wanting the other 
and being capable of establishing relationship amongst 
themselves and it having at least one ftpin mentioned 
or not (cp. ‘ -Bhashyam.) 

Again the sentence has got some inherent capacity 
of expressing an idea directly and this ipherejat capacity is 
known as the Abhidhasakti—the iJea thus expressed 
by the said Sakti - being known as Vachyartha—( SfSnRt 

aw; ) \ 

Sometimes it happens that a sentence is incapable 
of expressing the idea—it wants to express, unless and 
until the meaning of a word is allowed to be a bit 
twisted—/. -. unless and until it includes something more 
than what is generally gained by its direct meaning—and 
in that case the idea thus expressed by the sentence is 





* 

said to be the Lakshyartha—and the power of the sentecce— 
by which the Laksyartha is expressed is called Lakshana 
Sakti. (cp. a^TRiW: sicfaiT ) I 

To cite an example—suppose the sentence runs in 
this way —“Our college will go to play a friendly foot-ball 
match.’ 

Now the word college stands foi an inanimate object 
and naturally it cannot go ; and lienee the word “college' 
means here somthmg more—namely the students of the 
college. Thus the meaning we now get from the sentence 
will be called Lakshyartha and the power of the sentence 
to express such a meaning is the Lakshana Sakti.— 

From what is said, it is evident that Vachyartha 
and Lakshyartha cannot co-exist in a sentence— i. e. we 
cannot have both kinds of meaning from one and the 
same sentence at a time. 

Besides these two another—and the thiid power—denomi¬ 
nated "Vyanjana Sakti" is also in possesion of words and 
sentences—and the idea expressed by this Sakti is called 
Vyangartha : Vyangartha is thus an idea—which is not 
directly expressed by a sentence ( the idea directly ex¬ 
pressed bcingt ktK^’n as Vachyartha—as we have already 
said,) but which is implied by the same. Hence a sentence 
may express both the Vachyartha and the Vyangartha 
at a time—by dint of the two saktis in its possession— 
namely Abhidha and Vyanjana—or in other words the 
Vachyartha as well as the Vyangartha may be simul¬ 
taneously expressed by a sentence like the resonance of 
a brass or copper Vessel struck with a hammer; the 
resonarce being heard even after the striking sound 
has ceased, if: aw:* SITOC. After: arfV 3 qaiKfa-aapyapfr 



X& I rtfw: I tt=t Hfft: ^ sfiwpt { 

«F*Pt c?T?^f ^ TT *f Rfa: I W^ cp. ‘'f^RTTT^rf^T 

WT?ng sprplf sfp-apT Tv<fltfvl4w^I*r t It is essential for 
internal cU. 

To cite an example—Suppose the sentence runs in 
this wise- 

“The sun is set \ The Vachvurtiu of this is that the 
sun has gone down the horizon and the dusk is at hand 

But it may have more than one implication t. 
a Vyangartha. Thus a Brahman will understand from 
this —that lus prayer-* time has come. 

Similarly, L iksyarlha as weli as Vyangartha may also 
co-exist with refeience to some particular sentences etc. 

Rightly speaking, the aforesaid three Saktis are but 
the properties of words. Thus writes Viswanatha 

t But they concern also sentences—though 
secondarily. Hence it is safe to say that the three Saktis, 
namely Abhidha, Lakshana and Vyanjana primarily con¬ 
cern words—and then extend their authority over 
sentences—which are constituted by words 

Now as we have already seen a sentence may at 
a time express an idea—by means olAts Abhidha Sakti 
and imply another idea by means of its Vyanjana Sakti: 
and if, of the two ideas thus extracted from a sentence 
—or in other words, of the two meanings of a sentence, 
namely the Vachyartha ( or in some particular cases 
Laksyartha ) as well as the Vyangartha, the former (/. c. 
the Vachyartha ) appears more important and appealing, 
then the sentence—is said to be Gunibhuta Vyanga— 
provided the said sentence goes by the denomination 
“Kavya”—on account of its being Rasatmaka— i. c. 
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provided the sentence involves some particular sentiment; 
and if the latter (namely Vyangartha) predominates over 
the former (namely over Vachyartha), being itself more 
appealing and more important, then the sentence—de¬ 
nominated as Kavya—on account of its being permeated 
with some particular sentiment (/. c. being Rasatmaka) 
is said to be Dhwam ; and a Dhwam—Kavya is declared 
to be one of a very high order. Thus writes Viswanatha :— 

Status of Dhwam is essential in Sanskrit or in 
Literatures— 

As regards the true characteristic of a Kavya our 
ancient Rhetoricians have not been unanimous. 

Mammata—the author of Kavyaprakasa has attached 
more importance, in this connection, to the absence of 
demerits. Vamana has stuck to style (frfti), some to 
whereas Viswanatha has adhered to Rasa, Panditaraja has 
rather challenged Viswanatha and affirmed “{qufciiq - 

The author of Dhwanyaloka has 
declared that the very soul of Kavya is Dhwam or » 
Nb Dhwani — no Kavya. Though Viswanatha and Pandita¬ 
raja have Sot fully or totalby admitted it asserting that a 
sentence may H classed as Kavya—even though there be 
no Dhwani therein, but there is verfa in the context where¬ 
in it is put. Yet both of them concur on the point that 
a Dhwani—Kavya is the best of all Kavyas. Thus writes 
Pandita-raja:— 

Let ns now go on with the ditferent varieties of Dhwani 
or implied sense which as seen above (and before) 

cannot be denied in Kavya or literatures, where more is 
meant than what meets the ear. 



It has been already noted that the Vyanjana Sakti 

may function—(and thus imply some internal idea) along 

with either the lakshana Sakti or with the Abhidha Sakti; 

and if the idea implitd the Vyanjana Sakti ( i. v. the 

Vyangartha) be mure important and more appealing 

than the idea expressed by the Lakshana Sakti ( i. e • than 

the Lakshyartha), then the Dhwani or Vyanjana - thus 

given birth to is said to be Laksanamula ; it the Vyangartha 

be superior to the Vaehyartha ( /. r. the idea expressed 

by the Abhidha Sakti) then the Dhwani. thus produced, 

is said to be Abhidhamula. Thus Dhwani or at first 

undergoes two broad divisions—0) Lakshanamula— 

which is technically known as Avivakshitavachya—in 

as much as the Vaehyartha therein has given way to 

Laksyartha—and (u) Abhidhamula-which is technically 

known as vivakshita-anya-para-vachya-in as much as the 

Vaehyartha therein has been less prominent or less 

important than the Vyangartha ; of these two principal 

types of Dhwani, the first one—namely Laksana-mula 

Dhwani which is technically termed Avivakshita—vachya 

« 

Dhwani undergoes two further divisions ; the .first one 
is called Arthantara—Samkramita Avivaksljfla Vachya 
Dhwani—'since herein the Vaehyartha has although 
yielded to Laksyarthayet the Laksyartha expresses nothing 
but some modification or some speciaj feature of the 
vaehyartha ; and the second one is called Atyanta-tira- 
skrita-vachya-Avivakasitavachya Dhwani—since herein the 

Vaehyartha has given way to Laksyartha—and the said 
Laksyartha has totally suppressed the Vaehyartha. 

Let us give examples— 

I’ 
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Translation—A plantain is but a mere plantain— 

the outer edge of the palm is what it is : the trunk 

of an elephant is nothing but the same — (none can 

compare with the thighs of the lady). So nothing in 

the. three worlds can stand comparison with the thighs 

of this lawn-eyed woman. Here the word 

and have been repeated ; now repetition is a 

defect ; therefore it is to be presumed that the second 

<G^5T, second vfl and second are not used in 

their primary senses, in win Ji the iirst ol these have been 

used ; or in other words the meaning expressed by the 

first set is vachyurtha, whereas the meaning expressed 

by the second set is laksvarlha. But this lakshyartha 

does not altogether surpass the pnmai v meaning of the 

second set—but adds some special characteristics to 

these. Thus the second means ‘ a plantain which 

is but a cold and inanimate object.*’ Thus here the 

laksyarthd is Arthantaia-Samkraimtavachya and along 

with these, these words imply the “c.xcessive-ness' of the 

cold and thus this excecsiveness is the vyangarthu. And 
♦ 

this vvar^pirtha is supeiior to the laksjartha ( which is 
of Arthantcja-Samkramita-vachya type ) and thus here 
occurs Dhwani f»f Arthantara-Samkranuta-vachya type 
of the Avivaksita vachva variety. Now r let us give an 
example of Dhwani of the Atyanta-tiraskrita vachva 
type of the Avivahsita-vachya-variety. 


Kow the primary sense (vachyartha ) of the word 
is blind and a mirror cannot be said to be blind. 
Hence shat is necessary here is laksyartha—the same 
being '’incapable of receiving reflection.” Thus the 





vachyartha namely blind is here altogether suppressed— 
giving way to the laksyartha “incapable of receiving 
reflection’*—and thus the laksyartha here is what is 
called Atyantu-tiraskiita vachya type. Now along with . 
this laksyartha, here occurs \yangartha (implied by the 
word ) and it is “extremely incapable of receiving 
reflection i. c. the extreme nature of incapability is here 
implied and this vyangartha is more charming than the 
laksyartha and thus here occurs the Dliwani of the 
Atyaniatirasknta type of the Avi\aksita-\aehya 
variety. 

Here is given another example which is of contro¬ 
versial character ; some mistress who secretly meets her 
lover in a bower on the bank of the River Godavari says 
to a pious fellow r who used very often to come near 
the said bower to pluck flowers and often became much 
disturbed bv a howling dog - 

I H ’STS*! tTTfrcR * 

O pious fellow, now travel conlidenlly-since that dog 
has been killed to-day by a ferocious lion lhatAies in a 

Jr 

grove on the bank of the river Godavari, 

Here a study of the sloka convinces even a cursory or 
unwary reader of the fact that though the word “spr” 
means “travel", yet it implies here “Don’t travel", and 
this is the vyangartha and it being more important' there 
is Dhwani here. Now somehold that since here the 
affirmation ( namely ) implies a negative idea (e. g. you 
should not travel) here is what is called favfOcWWf which 
has given bivth to Dhwani of the Atyanta-tiraskrita vachya 
type of the Avivaksita vachya variety. But the author of 
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Sahityadarpana does not subscribe to this view. He 
opines that occurs when affirmation is 

undertood to be but negation—as soon as the text is 
heard or read ; but where such an understanding occurs 
after a carefully study of the text, then there will be no 
lakshana (i. e. fWffiSsmr ) but Dhwani; and as there 
is no lakshana, so this Dhwani is Abhidha-mula i. e. 
vivaksita-anya-para-v achya the second broad division of 
Dhwani which we now propose to deal with. 

It has been already noted that Abhidhamula Dhwani 

which occurs when vyangartha-co-exists with vachyartha 

and becomes more important than that is technically 

termed vivaksita-anya-para-vachya-Dhwani alias vivak 

sita-abhidheya-dliwani. It also falls under two principal 

heads—(1) A-samlaksya-krama-vyanga and (2) Sam- 

laksya-krama-vyanga of which the former undergoes no 

further division. In it what is implied ( i. e. what is 

gained by the Vyanjana Sakti) is either Rasa or Rasa- 

bhasa or Bhava or Bhavabhasa or Bhava-Sandhi or 

Bhava-Savalya ; on the other hand the latter (i. e. the 

Samlaks)a-krama-vyanga type of the Vivaksita-anya- 

vacliya dh ^ani ) is sub-divided into three sections— 
.. • 

(1) Dhwani arisfng out of the capacity of the word 
itself; it is known as Sabda-saktimula dhwani and in it 
the Vyangartha is realised as soon as the word is 
uttered. 

(2) Dhwani-arising out of the capacity of the sense ; 
it is known as Artha-saktimula dhwani and in it the 
vyangartha is realised when the sense has been 
understood : 

(3) Dhwani, arising out of the capacity of both the 





word and its sense ; it is known as ubhaya-saktimula 
dhwani and in it the vyangartha is realised after a very 
careful understanding of both the word and its signi¬ 
ficance. 

Of these three aforesaid types, the first one under¬ 
goes two divisions as to the vyangartha denoting a mere 
statement-involving no figure of speech or a figure of 
speech. The former is called Sabha-saktimula vastu- 
dhwani and the latter Sabha-saktimula alamkara- 
dhwani. 

Illustrations-— 

(1) A way-farer met a woman on the way and 
noticing that the sun is going down asked residence for 
the night, whereupon the woman replies :— 

1 rj 3 TfaT Tjuf *TT*t I 

*1% sRtfe <TT I 

This prakrit is to be rendered into Sanskrit in the 
following way :— 

qr^r ] (snswfa) (qT^- 

s#) snft, q*rfa i 

Explanation—I qpq 1 *ff qfa*!i I -ilWl 5R£TC;- 
qiqmg^ (arft =q ) 

THFE spfrsfq RWs (3?ftR 3B.qirft 

sirafafa qrer ) r arfar i 
to qfc ttw ^ qstfa 

3i5f iraVfagfa sfteirfa fagfa, tfk m 

<T5TT m to I QTto qfa RR toPHSR 

SfcpT WfW^TOqi ap&fa, cff| to \ 



T<> 

Here the following is implied— 

“Well, you may stay here for the night, provided 
you are capable of enjoying me'*, and this is a mere asser¬ 
tion, involving no figure of speech and this assertion is 
gained by the capacity of the words and 

themselves. So here occurs what i* called Sabda- 
saktimula-vastudhvvani. 

* -) 'tffrpr: SWT ! 

3T%Ff: rff^: wi I 

Fxplanation—^ IRT j rR 

7d[H um:, «3Wi: \ 

ttctpt wir nr-3 wtfa: 

^pyRSTTfa: sfor: -+r^ i 

Here the set oi words — arfFTcf and as well as 

<sffe<T and gffFf though predicated of the same subject, 
appear to be mutually contradictory But as there occurs 
neither nor ^ so the rhetoric faffaT-tfR which can be 
expected in such a case, is not explicitly stated—i. c. wc 
dTinnot get here f^b-ffaTR by the Abhidhasakti or in other 
words the?V %aid rhetoric is not vachyaitha here , but it is 
certainly unf;h*d T* e. we get it as vyang irtha through 
vyanjana sakti and thus the vyangartha here is but an 
Alamkara which we get through the capacity of the 
woids 3*ff=r and tffel as well as and ; and 
hence here occurs Sabda-sakti-mula-alamkaradhwani. 

One thing in this connection is to be noted. Though 
the v/ tngartha is itself the object of beauty and not the 
beautiher, so it is really what is called and not 

the Alamkara the bcautifier. Still it is taken to be an 
alamkara by counesy. 





Now we come to Artha-saktimula-dhwani which 
undergoes twelve Divisons. The primary divisons of this 
dhwani, rightly speaking, numbers four, in accordance 
with the implier and :he implied being an assertion or a 
Rhetoric. 

(1) Thus there is the dhwani of an assertion by 

another asseition. ( ) t 

(2) The dhwani of an asertion by a rhetoric 

()» 

(3) The dhwani of a Rhetoric by an assertion 

) \ 

(4) The dhwani of a Rhetoric by another rhetoric 

( 3F5fT ) i 

Now the assertion ( ) as well as the rhetoric 

( 3R55K ) both may be either of the three types— 

(1) qrvtft i. e. common or within the scope of 
possibility. 

(2) fte i. e. not natuiul but accepted or 
cut rent onlv in the tradition of poets. 

(3) i. e. accepted or taken # as 
valid by some pei^on imagined by some poet. # 

We shall here add only four examples /Of the four 
principal divisions. 

(i) sfe k iifrrcforfa i 

f$T$fp fq^T ^ fa^rr vmfH \ 

TT^Ttoffq- arrfrr 

Here the statement of the female speaker implies 
something, namely her attempt at explaining away the 
signs that may be noticeable over her person due to her 







sexual intercourse with a man other than husband, a 
project that lies in her mind. It is i 

(2) inrt 

zmfa vfr- <mmv- wni * i 
Here the simple fact implies that the might of Raghu 
excels that of the sun and thus here is the dhwani of the 


l Thus here is qrjfTT I 

(3) 3TT7?T5rfTrg* ?^%TFTOT I 

sR5tsq«t^wr^ i 


Here the upama i. c. comparison of Balaram with a 
lion and of Benudasi with an elephant implies the simple 
fact that Benudasi will be killed by Baladeva. 

Thus here is i 

(4) 41 q: 

Here occurs the fcfciR*B$Fr: and this implies “the lip 
is bitten and together with it, the enemies arc destroyed' 1 ' 
which contains l 1 hus here is atSS'Mnftvr 

__ 

All these four tome under the head ff ^r?r: ; 

and for the rest, we refer to qfo to our readers. 


So many rhetorics may fall under the Sabda Saktimula 
dhwani or Artha-saktimula dhwani and for an exhaustive 
study of these we refer to our readers the commendable 
work Rasagandhara; we only quote here a few 
examples— 

(1) TPM ! TO& I 

TlfW WWtKft *(rf"WTITjpn: l" 





Here is Sabda-saktimula parinamalankaradhwani. 

(2) 3Rwr^rnn: Fretterrcp 

r *iim f^rTT^nPFfr aronsfeRt i 

Here is ?roq^f*r: i 

(^ferqt f?rqr?fq?TSjfr ^ t 

'**fa xTF^qqqTWr W^J l 

Here is twz [h erf?: \ 

Vow let come to iibhasa-saktimiiladhwam which is 
only of one kind. 

* x.nnple :- 

x\t&R JT*W. frPTR 

BW3FJ JWlf-SdW! JRfTRfpT. ITSKTst^TWJ 3 farpj 3TPR:’ I 

rice JTTvja. ( , qjW- < TO?W: } W 

- this is the idea , and adjectives herein are 
applicable to Madhava :n both the senses. Now what 
u implied here is thai Madhava is just like Madhava 
«spring) and so here is 3WT(&3;RRfr : i and this is due to 
the eapacitv of the word JfR^ i 1 self as well as to the 
capacity of the interpretation of so many words ciualifytng 
*TP75 *n both the senses namely and , and 

so here occur % I 

Now summing up. wc get eighteen kinds of Dhwani. 

Tiiese are the following :- 

(A) 

I - 

2 . 

(B) 

3. 3W55^^Hcq^i: 







4. ?Tq5^TOT 

5- *fe$Rr W-4S3 3T^jTf% ^ rr ^l ^fcf: 

0. ?Tc5y2f stEj'^rfa: 


7. 

s. 

9. 

10 . 

11 . 

12 . 

13. 

14. 

15. 
Ifr. 
17. 

16 . 


^ % •» i 


• - 


^ * * * 


^ % 


1 ■» i * 


-1 i- 


- * •» «. f*i > 

aicSfjM ^v^fvr. 
. W^r>ni -JTE^TT^P^. 

^ndfmfofe n cffgRi 

. M**3Xr»fc. 


3*371*31 -fR^fa. 

*' 'C' 


3f55|T^ 


4 * 3-41 'twrzrrtz 


3^T^r[ 3fBfF‘ 5 *fcr 




Of these eighteen principal kinds of DJnvam, the la-t 
one namely W?qw«WIW5rftfi may occur onlv 

in a sentence, whereas the remaining se\enu*en kinds nia> 
occur eitheKg, a £entcm.c or in a word. Thus 3^Rf- 
f*TOS*Wl^l ( due to lukshana sakti ) as lound in the 
Une^RSiTOR* ^T^r^JTT if 3M»RM rests only on the word 
3Pi and it is due to what is said R^lcf land not iT^aprs ), 
Other examples of this type may be found in this Sahilya 


darfana—(Chap IV ). 

i'i’us we now get thirty five types of dhwani, since 
seventeen kinds of dhwani may rest either in a word or in 
asenteice, and so there are 17 \ 2=34 altogether. 



and add to this the eighteenth kind namely 

which rests only m a sentence and these will come up 

to thirty live. 

Again the twelve types of *\rtha-saktimula dhwani 
may rest also in a i. e. a text or a passage or a sloka ; 
that is the dhawani or the obiect implied will be neither 
from a word nor from a sentence but 1'iom the whole of 
the text or in other words, a study of the whole of the text 
(passage or slokas) will make us to realise the implication 
which is available through the Vyanjana Sakti. 

We shall soon refer to two slokas to show how the 
dhwani rests in some Praxandha, but before this we should 
say that the nimibei of dhwani reaches lieiewith the num* 
forty seven : the previous thirty live plus the twelve 
kinds of I 

Now' let us quote two slokas one by one front the 
Mahabharat lo show how rests in a ipfej 

i. e. how the object implied is to be extracted front the 
simple meaning or Vavhyartha of the whole passage. 
First sloka : — 

* 
i * 

jfrfacP 

ftPTT ?TT ^ rf T q- I 

The fact is this. A handsome young boy is dead. His 
relatives are wailing in the cremation ground with the 
corpse before them. There is a vulture as well as a 
jackal there. The day was going down. Finding this the 
vulture advises them to throw down the dead body and go 
away. In the above sloka is couched up the advice of the 



vulture. But the object implied therein i. e. ihedhwani 
arising out of the whole text is this :—‘"Throw down the 
corpse before the sun goes down otherwise I shall be blind 
with night fall and the jackal will cat it away.” 

The relatives following the advice were about to give 
up the corpse whereupon the jackal says - 

$4 ^rrar- 

In the sloka the jack.:! advises them to wait till the 
sun uoes down. But his real intention which is to be 
extricated from the wln-le 1e\i through \ vanjana sakti i e. 
which is the dhw mi of th * whole ten is this : “Well 
just wait ior sometime. Let the sun go down and the 
vultuie be blind, so th u 1 may cheat him out of the 
corpse ' 

I he Asamlaksya-kr ima-\ vangadhwani which is of 

only one kind and has been previously disposed of, now 

deserves -vine attention 
^ « 

This Dhwam tnay be found in a Padamsa, in a letter, 
in style or in Pravandha 1 . e in some text. 

Thus Dlnvani or ajfr? comes up to lifty one,—Forty 
seven plus four. 

By Padamsa is to be understood a root or stem, a 
suiix, a prefix, an upasaraga, some particular tense and 
so forth. 

We f nidi only give two examples of Padamsa here. 
In AMiijnana Sakuntalam, the king says to the bee, hover¬ 
ing round the face of Sakuntala :—“etf 1 







grl Kftj i” Here the dhwani is in the root ^ 

itself in the word v t rf[: and what is implied is that he met 
severe mental agony. Meghaduta has—“* tjt**% jfsf^cFnqrT- 
l fWF^nT?WS I'" 

Here the dhwani lies m the plural number of 'stPW! 
which implies that the yaksa became very restless and 
frequently changed his abode. 

This Asamlaksya-krania-vyangadhwam may rest in 
letters and style. Tins matter has also been dealt with in 
the eighth and the ninth chapters respectively of sahitya- 
darp in 

In the eighth chapter it has been shown how some 
particular letters imply some particular merit (i. e. Ciuna) 
in some piece composition. Thus Viswanath writes--. 


'sTWTOT: 'JhmWV '' 1 


Words the meaning of which is understood simul¬ 
taneously with the very utterance of those words imply 
SRTRpiyi or in other words Prasadguna is the thing whicit 
is to be taken as the dhwani of such words. 

In like manner the presentation of some jjarticufar 
words in some composition imply some <>i ■ tyle. 

Thus word implying wlrcn used in some 

composition to imply the i. e. vaidarbhi style is 

the object that should be taken as the dhwani of some 
literary piece of composition that contains words implying 
the Madhuryya Guna. Jn like manner, dhwani of this 
type rests in the whole text, as Shantarasa is the dhwani 
of the Mahabharata, and Karunarasa of the Ramayana, 
Snngara-rasa in the Ratnavali and so torth ; or in other 
words Rasa is tbe^ objectJhat t^jpe the dhwani 



or 3 @T 5! T of some text. And as seen above Diwani cannot 
be denied in Sahitya and in etc. 

This doctrine is technically known as Rasa-dhwani 
theory. The commentary Lochana on Dhwanyaloka 
supports this by affirming \ fi 

Let me repeat in Urn connect ion the dilTerence of 
opinion between the author of dhwam (Dhwanyaioka) 
and Sahilyadarpan. 

Dhwamkaia says -^Tc^|7ip whereupon 

Viswanatha asks .— 

Which sort of Dhwam’* Is it the Nastudhwnm, 
Al.trnkaradhwani, as well as Rasadilaksh mudhwani. or is 
it only the Rasadhwam ’ (see cl). 1). 

The first allernanve cannot betaken as coned >ince 
in Prahclika (Riddle) and the like, there ma\ be Vastu- 
dhwam (or sometime even Alamkaradhwani), though that 
is lacking in the Rasadhwani. Rut Prahclika and the like 
cannot come undei true kavva being mostly destitute of 
Rasa. And, then if the second altei native is stuck to. then 
Viswanatha stands bv it. He a Hi r ms further in this 
connection that in the sloka like—‘‘3p=fF faspsifa 

1 m \ sfwtjj jrjt . 

what i> irnp'i>:d is mere vastu (assertion) , true, but along 
with it lies herein 'the Dhwam of and so it 

comes under the category of Kavva and cant be 
denied in such Kavva. 

Now let us count the total number oi Dhwam. 

I. First Laksanamula Dhwani . ilso known as Avi- 
vaksldta-vachya Dhwani. It L of two tvnes *— 

• \) TR1 - (l) (\) TW m 

(B) "fcii'^i^ srpen— (<0 (*) m 

Thus L .ksanamu^a Dhwani is of 4 kinds—Table No. 1. 





II. Now Abhidhamula Dhwani—also known as 

i 

1 \ 1 — 

'll TOTFf . *) q^TifTO U> TTWFT (t) iT£T3Tfq 

« 

*1*1 1 ■* ) -sAt^H ( x. ) J|cpV|J[|rJ | 

Total 6 kinds ( Table No. II) 

III fH» q fc s q g q cann :- 

a) 3R?5|f?RH55 . <j i r -F?iTF] ('■' | =5T^T 

51!^yTV; l » -:tf^T7S7} T? *F} i O afT^f ^FT I 

fot.d 4—« I able N«». 111 > 

!V ">.) 

t c ,) 7^-12 kinds I hen names have 

,v ) ^FRTO=:12 kinds l' ahead) been men- 

(•) iftffoll'fW - '2 kinds tinned. 

Totalr.36 (Table No. IV) 

V Ji T4fl5rf^3Jj5 - I I md 

Iota! 1 kind (Table No. V) 

Now Urand Total—Table No. 1-4 

Table No. II-O 
Table No. 111=4 
Table No. |V=3o 
Tabic No. V=1 . 


51 

Sfgssrft—These fifty one kinds are called pure, or and 
as m the case of Alamkaras, there may occur admixture 
of these fifty-one kinds of Dhwani in the following 
^way 



(V STK (^) ^ {\) 

UK and (*) and taking all these into considera¬ 

tion the number of Dhwanis will come up to 5355 vuriet). 
The processis 1 his :— 

(A) 3fnr%^nw^- 

< 1) 3fef*RHt mjTTSJTSR 3T5T»T7 

?nrFTT^ TT%^>j 5J5R HJ* 

FRfeiTtR qsjRIFT T ( 51 kinds ). 

('*0 f^ft?TR ipitr ?$£* m ms- ?r h » 
t^iffnrR mm -* n? *r->>r tt 

?7«n fli’fd'T YO * ! fa *TWfa 5J5R1 CTJTPUr ffT^ra-nr- 

(B) nw^RIRST ms 

( 'i ) 3’fi?^ rj i ^ntT^ «F5- Vi 
(*) T-'fi^taFTFT m*s- V*^ 
iO *T^^r*v 
0) snrFfnj^nv-v 
(h)* taFTTij q&r-Y-'.*'* 

< 1 >) 4^f2-- , 

(=i) sstrtc g'fpfr— 1 v 

Thus 51+1275 and 51+1275 and 51—1275 and 51+ 
1275 and 51 pure=5355. 

Only one example is given here— 

srrftf*w wfapwn 
*TT fro? I 



Here ^ stoc*$r- 

srft 1 

TT5 ??^3t <^«a jitw? ^^ngfrqq^frfii *rom— 

^T^ppr ^ 1 

Thus there is the oi type of Rupak- 

aiamkara as well as of Romantic Sentiment ( >ZsTR t^T ). 

Thus having disposed of the iirst tvpe of kavya, namely 
«rfTOc?T according to Viswanaili, we shall now proceed to 
deal with the second type of Kavya-namely Cuinibhuta- 
\yanga-kavya ( *yJTT*£T-^jn ) following the Dhwani 
theory of the sell name author. 

The second type ol Kavya 1 nown as is 

that in which the 1 . e. the meaning implied (or in 

other words the significance expressed by Vyanjana 
Sakti) is equally (harming 01 equally important or less 
chaining or less impoitant than the Vachyartha 1 . e. 
the simple direct meaning or the meaning denoted by 
the Ahhidha Sakti. 

This is ol'eight varieties — 

( 1 ) wmifijsw. ('0 

(if) rmTTOL U) Ul 3RJ2S!nrm 

(vs) 3PJ5 and U) ? 

We shall take up these for discussion—one bv one. 

(1) PIHr 11 means ^prq wpjreF?* 3tpj 3T*fajf{ 
c3p?*n^and so it occurs when some Rasa and the 
like which is the implied object of the text stands as sub¬ 
ordinate to another Rasa (sentiment) or Bhava (emotion). 

Thus -- 

m S WTrJcfiTf 



Here Karuna ( pathetic sentiment)-the primarily 
implied thing of the text, has got the implication of the 
Erotic Sentiment (*2ffR) subordinate to it. 

The second type of Guniblnita-\yanga is Kakwa-kshipta 
or presented by kaku (intonation). Example 

In Venisamhara Bhima savs 

^:5TT7TfFq *rfv;p ^ fqsfyppq: [ 

7TT3H 3 { 

*7 FT VT^=ri ^Tqfiq: qufcf > 

*H * • 

Here \\ ii,.t is impled '■> an alhimative idea (i. e, 
^WfPPT=f ^Fqrfe > bnt ii is presented here through 

Kviku ind thus it is Minu'luneou'-iv realised with ihe 
negative idea--the Vacheaitha, and this simultaneous 
realisation stands m the was ol the V\ang\arlha being 
but charming, and as heie is no but 

Hie ’bird munch ^pqifcnsi'T *1 ossurs when the Tjjp rnyxy 
forms a pan nl the TBPTT 1 * 01 rathci depends on the 
srRrr*J lor its \ci> , \isIchlc 

Ihus 1 

^rq?H ^mFh 

Here the idei of a bamboo has been ascribed to the 
idea of a family as expressed bv the word sfrT through 
implication, or in other words the ascription ot a bamboo 
on the family is the object implied (swtof? ) but this 
5jy^*ni'4 s dependent on the ascription of 3(rqT*R5 on qcITT 
which is br.t efyxi^ being expressed in words and hence 
here is of the jt type. The fourth 



type of softer sanp is which occurs when 

there stands some doubt as to the relative superiority of 
qrrsrajPT and oz^firq I 
Thus— 

^3 fafaT qrf^resar- 

scrn^rfsTi 

f^TP+iPEppri 

W^TOFT f^r^vr^FTif-T n hum. Ill 
Mere then occurs some doubt as to which n> more 

r 

important whether the gazing which is but the 
being expressed by the last line or the desire for a hiss 
W?m\q being implied bv the * lead-fast looks as cast by 
Si\a. 

The tilth type is gr^pjpqpTr which occurs when 'noth 
aTTtijrFT ln< ^ are equ illy important. 

Thus Parasurama wiote to Rauna 


5ft u 

Heie iln* uauiclN a l.-eiui will be displease^ as 

well as the c^qipj namely the dn-a fleeted mend will 
4and against are equally important. is important 

' t 

because it denotes the loss ol an ally, whereas ^ 4 -iTJTXf is 
important because ii signifies the appearance of a f r esh 

enemy. 


The sixth variety is and it occurs when 

the ctHTJPT is not easily understood being far-fetched in 
character, with reference to the i 

Thus 

fw: i 



Here what is implied (i. e. the areroq ) is that neither 
the policy of peace nor the policy of war will do against 
Emperor Alauddin * and «o what is to be adopted is- 
cither jttjt the policy or pacification or the policy of 
concession ; but this significance of the said assertion is 
difficult to be understood even by a scholar. 

The seventh kind namely appFqT njq occurs when the 
s*r ?*Uv4 is loo explicit i. e. as easy to follow as the 

strip* i 

I hn— JTPltT^fsRl > V? 

%T?j: qrq > 

Here the impht.ition namely forcible seizure (i e. 
raping ) of a female by Sakyamuni is too explicit and is 
as easy to follow as the ctrir i 

The eighth incurs w lien the capiTOR appears 

less charming than the 3TR7TO i 

1 luis ^[afp- ^l(Tfr«PT^fTO3T^?? >zor^5qp I 

qvq\: /Tlfa I 

Here the ^T=£m i T «s the following— 

•Dome person with whom the woman in question has 
secret arrangement, has entered the creeper-arbour , but 
it is less charmtng i!?an the srstp* namely dKfcq 5*iTTfc 
the limbs are being sttried up. 

These aie the eight varieties of to I 

Further the idea of a simile ( "STOTTS. ) is implied 
in a 3Tq$ in a rpprrfrT^T and others. This 
as implied in the said rhetorics is out an instance oi 
’.TO but not dhwam, since the appealing character 
of the Kavya .n question is through Dipaka and so fourth 
and not th ough simile. 



The author of Dhwani ( '=RlT^v) concurs on this 
point. 

Moreover, the eight type ot occurs also 

there, where the charming nature ofthepoemas realised 
through implication 1 . e. through Yyanjana Sakti is 
marred by the presence of s«une p irlicular word which 
makes the Triplication ( £ap7**UT4 > a bit explicit . and the 
mere removal of the self-same word will bring the poem 
under the cat^corv of Plvvam \n example •- 

FRT5T F^f^TfFfT 5TT4 ! fa *T*F I 

Tij^q f WAYlsW*\\ *lfa- 

3TM^ ?T?fcW=lTP5‘ afin gfcf | 

Here the cff&TTO ;n denoted b\ the phrase lit-ITFI- 
fafs*T ?2JJ ai h 1 so forth, cn-cxisis with the 
implied by the construction *rN-<FT-f7RT and so 
forth and eert.imly it is mor: ill irmmg, but the implied 
meaning-* heeom.*> too explicit by the word winch 

slates t’aitth oftlvsloki ins got some insinua¬ 

tion i. e cjp iTiri l Remove the word fiom the stioka 
tnd the will fall under the category of Dhwani 

Further where the eqprmri be it* *Vastu or Alamkara 
or Rasa or the like, becomes incorporated in or subordi¬ 
nate to some other Rasa as in the previous quoted sloka 

etc.” (wherein the• Pathetic sentiment 
() stands as the main figure, the Erotic being 
incorporated within it), there the Kavya will be denomi¬ 
nated by the principal sentiment: and thus with reference 
to the s nd sloka it is to be held it that it is an instance of 
WKOTeTO | it is of course an instance of goffajr- 

of the type as it has been already noted. 



One thing is to he noted in this connection : the author 
of T>hwam f ) holds the \iew that sometimes 

of any one of the said eight vaueties may 
come under the category of Dhwam through a careful 
scrutiny of the real significance of the Rasa and the like. 
In the said sloka, of course, these is no such I>hv\am in 
as much as herein predominates which forms also 

the subjcct-maitei of the chapter--the chapter being the 
wailing <>t the woman aftei the kuru-kshettra War. But 
there may be cases where the ka\va is to be denominated 
after the subouiimde ill mg. Ka'.i and the like. 

An I \ample 

3>TH*P?H7 5TIWJITWT- | 

T^jirtsw' apT-pfruw.F js^t t 

Here what is found is the description of a city and it 
ic the main thing It comes under the head opg ; but 
there is also the presence of which is bur incor¬ 

porated in the said n imely description of the city. 
Thus, the >2 ©jtr here is the 3p5 it of the ^ and here 
should be gather of t he type: but a careful 

study of the sloka presents the tact that the implied object 
namely *is inoic chaiming and to make it 

appear charming 1 - also the intention of the poet anc so 
here the ka\ya in question is to be denominated as 

and not thou £h ’’l&JfK here 

is but an instance of the *jofr*{rT af© to of the 3cR|©ir type 
as in the sloka “zs&f H ' etc. 

Ih 1 view of Viswanath is supported by Chandidas 
his grand uncle who declares that when Rasa tasted 
with the wnoie heart, the relation of principal and 
subordinate as subsisting between two Rasas and so forth,. 







does not present itself before the reader ; or in other 
words the reader does not feel such a notice i. e. the rela¬ 
tion of principal and subordinate . such an idea occurs 
after the whole topic has been carefully considered , and 
even then the denomination ot kuv>u by a Rasa and so 
forth, which stands subordinate to oi which has been in¬ 
corporated in some principal, is not to be discarded i. e, 
the kavya will be denominated by the subordinate Rasa 
the same being more appealing e\en though it has been 
reduced to the position of i An example of 

this we have already seen in the sloka etc. 

riuis according to Vimanath and Chandidasa, in 
the case of a of the ^7^*1 type, the kav\u 

should he denominated after the spfrprovided it 
appears more charming than the rp-TRTTf i 


But it appears to that according to the authoi of 
Dhwanyaloka the TO in such a case should 

assume the shape of '•qfa and consciiuenlh should 
be designated un such in as much as he says : - 

i # 


The phrase vqf^q^rf leads onw to come such a 
conclusion. The SfloJiq; attached to this Dim am sloka 
remarks the following•—jrsfa 

fa*g^faVq whr i rius theoiy 
arises in connection witn ihe question whether, m some 
case of doubt, there occurs *<=qfa or to and the 

author of Dhvvani writes the following dictum 


ffam gro 

favifTcl^T CT5T It" 



Aloka attached to this says— *T#JTf 
■apff ^ TTPT: 1 ^ ^f^fTRcTT cf3 ^ 

ezn^T: *Rr=f w- % aafs? '*=rfanfn<in srfafOT?. i 

Then he sets forth two examples— 

(a) T^j: f5T?-S7'5^5T?OT f^STfa *F^T 'Tfc'PTFT*? 

3=U rvdwr H f^^TT itch t 

(h) <nf*Rr N'tvrW sfa^n 

i 

3 ^ot^t fa&R -4T rr TTT^ r T-T^t *MH l out 

remarks , 

5?q=7 ipJH ^ faf^f' ffa rtfaqqa^ m 

-fofe rofmre tft vfr^Fr • -g-jT qqrrN fv^r 

nj*t 573W STPITT^ ^W\ SU'lT^tJ I T4T 1 tr-f 

qrfrfa Vqqf qnq fa^irn^T i q*Tqwm 

TT^r ' 1 CsjJJ > SS ^#Tomrsfa sfa qRJ^lfq qiqpjjTT i 
TOT'T^ f^l'tg: i 11 ms Hi iin;t 

two slok is there is no dhwam and through due consider •- 
tion the conclusion is icached that in these occurs ajufhj^ 
c3piFTO I But there may he some case where awfptfFj zqr an 
assumes the sh ipe of a *qfiT through a careful study 
of “OTf* I 

Aloka sets forth the following example-- 
"§*TCTSTT ?T'4T q#TTff JU^TTOT 


&frr{ 







The Lochana of Sree Abhinavagupta, attached to 
this Aloka remarks the following :— 

tstffwSRW^TKc^T #t \' f 

Now we shall discuss one more topic in the light of 
*3Ftir<ai«h T We have seen that out of the eight varieties of 
^ijfTcZRn, the first is ?r[7Tsr which occurs when the e*nn 
being either Rasa, or Bhava or the Abhasa of any of the 
two or the Prasama or Udaya of Bhava forms a part 
and parcel of another Rasa and the like (and consequently 
the goes on but beautifying the STT^niq ) ; but in 

all these cases there occur also different rhetorics such as 

and as stated m the tenth chap¬ 
ter of Salutyadarpan. Now--cannot the of 

the types as well as the said Alamkaras be summarily 
disposed of by affirming the existence of m such 
cases Take an example 

5pf % =T : 1 

sflfdWsR: W- I 

Here the is dependent on the ^pt which, thus 

it goes on beautifying, and so here occurs of 

the frpTjf type as well as : w'ell better say that 

here is and bid good-bye to both *T and 

i No--says the author of Dhwani, The Aloka 

says StN *TTI 

^ 3Tfk^T vq^lrqi i 



‘‘TOnroffi fafaqicWiH» 

m *r v^rftqifT m> \ 

Aloka says ■-— gis^n? 37*7 

373 TRTOT tt^ ^TcTR^Tn: 37^??5TT 7 T : 3<TO7 W* *'T' 2 $W 

=q fafavpm TOfa-WTHT «ET^I TOTst: I 

Lochana here says : - 3{fvf c qjq>H' ^TP uHppT ^ 

ffa I T^F sifvr^f^i: 37’qiTrRT 3#I. 3737TOTTT «TT 1 INR'% 

v^fq: 3T^q"<n *%VJ&%FV- I 

\tid - TTOS^q w5 TO" T* T ^Tff3T: i 

sfiTcif rT%jvTfy^n "7TfrfrfH it *rfr: I ( '^f-W I ' 

Aloka :-Jf%%M qTOTTT 3?^zfTS^*T: q7TO*ft*H’TO =T 

37^TP n 'TOTOrTOr^STFsq fW-P i 

The Lochina iLars up 1 he point by alVirminu 

t toHp ^m^sjrw TOTOfft?3 ; 3 37^:. 

rTR ietcto gEffaqsit q to*- 

<3$p*t£to faqqr: i *r ^ 37?^TO*TOrh- -tTs^t 

T 3 3Fq sf?T TOT I 
•* 

Thus m the aforesaid example- ;flq *r etc., 

the >jffpw{ is the iT^vpT of WR which is TOTV^f^T 
i. c TTOTO:; hence the 37^^ tq has been taken as the 
and the sqjpi itself being ?J IJ ft^PTj has been 
denominated as ^FUT’—1. e. qpRprR TTTOT ttt 

37W*JTU 1 

The gist is thus stated by *%rf*W:— 

SRFS/fcrf I 



Aioka m srFraisffrp ?ta $&'- 

faw *f '^: 5^: I fW 7WT^>Sc5fKT: i ^ 3 

TTqr^ft *rPFn*rfa!% fWt g 

^n^qj^TRn: faw: i 

Upon this Lochana remarks IjqqT^HTJ^ 3 T^f P^ 

*msft ^ **nfRrni 

?R *nfa -T^rfr g^fa 

»T7Jrm: 1 ?wn •Tqfq : ^‘fippr, ^fq qwi *#q 

q^'TT Zp5 ^T^P-tl WOTqmjHfafa 'sRH^TT 

'.Tq 1 And so these 7^ and the like which aie 

not dhwanis, serve as \lamkaras such as 77p5FT I 

Thus have been dealt with the two varieties of Kavya 
(and a Kavya is a 7*nrTO qrq?r i. c. a sentence that is 
replete with some Rasa ) namely, the Dhwani Ka\ya 
which is the first class Ka\ya as well as the Gumbhuta- 
vvangya kavya the second class one. Some authorities 
uich as M immata Bhatta the author of Kavya-praka^a 
add a third namely chitra-kavya in which niflhing is 
implied 1 . e. in which ihe Vyanjana. Sakh does not 
function at all ; and this Chitra-kavya is of two kinds 
Sabda Chitra as well as Vachya Chitra. 

Viswanath refuses to accept this fie opines—If 
there be no rqffli in Chitra-kavya then it is not at all a 
Ka\va in as much as a Kavya is a 7*jpfpp qFRT i. c. 
theenq^in which tft is constitutes a kavya. Thus 
f^T5P3[ is a mere qTqq*k and not a and this is corrobo¬ 
rated by the author of who writes :— 



swiHj^wwnroi i 

3% m&i ^Tts^ q\ cTf^5RTfff"^r \" 

That is, a vyangyartha exists with the ?rrcWT*r and if of 
the two the vyangyartha is more important then it is 
otherwise it is a ; and these two 

only are kavyas and what is Chitra lies beyond the 
jurisdiction of kavya the same being a mere *nW 3 (ucc 10 
our author ). 





Introduction— As Sanskrit is applicable to 

modern literatures and as this Chapter has bearing on 
theatres old and new, and as in Sans, dramas we have affa- 
fam of modern so we deal with thischapter 

separately first (cp. “sq^qro^ ^rajfoTT W&(’ etc.) 

The sixth chapter of the work deals with Dramaturgy. 
Indeed, Dramaturgy is not a new thing that has been 
taken up for considertion by our author. Long before 
him the subject underwent systematic treatment at the 
hands of the celebrated sage Bharata whose Natya Shastra 
in 2nd century B. C. has been declared to be the pioneer 
in the field of Dramaturgy, It is further to be noted that 
uses of figures in Vedas, Upanishads and mention of sqifT 
and 37 $ by Yaska in 8th century B.C. and later by Paninni 
etc. in some or 5th or 6th century B. C. show that 
developed Rhetoric was in use since the six vedangas deve¬ 
loped in some thousand B C, : Dramaturgy too (?n^P^n^O 
was also perhaps being studied in *the last phase of 
the Samhita peiiod, otherwise Panini in some 6th century 
B. C. cannot lefer to ; and a detailed work like 
cannot come into existence in some 2nd 
century B. C. or Bhasa cannot write such dramas in some 
4th century B. C. (See also our Intro in ch. 1). 

Then in subsequent period, the matter underwent 
careful deliberation in the works of Nandikeswara 
( Abhinaya-darpana ), Dhananjaya ( Dasa-rupaka with a 



commentary by his brother Dhamka), Singh Bhupala 
( Rasarnava-sudhakara ), Rupa Goswamin ( Nataka- 
chandrika ) and so forth ; and as such, naturally diver¬ 
gency of opinion in some particular subjects or topics 
relative to Drama and Dramaturgy, raised its head. 
Viswanatha has also differed from the old writers m 
several respects; and Rupa Goswami, who followed 
Viswanatha by at least two centuries later, refused to 
follow him in lots of places (cf. f ‘?ncfR 

1 if StfeHT hr:” in the second 

sloka of Nataka Chandrika ). 

But the chief credit of Viswanatha of 14th century 
A. D. (Sec our preface in chap. I) lies in the fact that lus 
work does not deal with Dramaturgy only. Indeed, his 
is primarily a woik op Rhetorics like Mammata's Kavya- 
prakasa or Ekavah etc. and he has made his work 
complete and comprehensive by inserting therein a chapter 
on Dramaturgy ! and a comprehensive work of this type 
is rarely to be found. Viswanatha's othei works are (1) 
(2) ^stwrp^srf^t ( Prakrita Mahakavya i ; (1) 
(2) SRRrfV (3) 5Rrf«RWi^ (=Natikas) : 
farsRR etc, and H He is an erudite pandit 

of Orissa . 

Tn our annotation, we shall refer to the works of 
Bfd-'nta, Dhananjaya and Rupa Goswamin, also others 
whenever we shall think it proper and we shall mostly 
follow this course also by w'ay of comparison and con* 
trast, whenever necessary. 



TO : ^ 

Text—rrq ^faig^jcFqj^ sEFqqi i^qgvtfir 3»F FF 
v&t&r i 

feiTTfqqt^m —it stqftrm ; 
cTT =q t^t=^foOTq*fiFq' cFTT *RFq??J 

qft*H *V*\ qpqrqH ( ^favjTSTfa^TTT 3FTFI Sllfa- 

cfTqfq ) tffe'W- sqpT'q: ( ^rarortee'-TTS^: ) arfWF 

WF^ fa?H, qq ^ ■qfaqqm «Fq^; nq* qffqq s&Fq 
qFqT#T. srfvpwq 3Tf^m sqippff q <[?qF ajfa^ qfiRR 
$Fq sq^Fq '$?m l^qqr qr jjrfiqq <#q ^frqfT- 

^qiTFWTqqi* i qg |^jqqq?q7q «KT fafrT { *qw 

2iTHi^qTSqTTq f^frj: ( Jjf5* ), qq: <=Rq 3?qq sjqaicq if^qg- 
frqqqi »FtJ v fa W: ^fa^TTSfar q: 3FqTF 

fqfrWTfonq 3|qfqgq / 3Fqp 'jqTiqF 3?p' q^q wrfq -%iq^l 
sswquj qqr ?fa sfeq^p^qj gqtfq *fasq’ 

qqqi ?feqireirTTq3rqi -Trf FSq *PJ: qq: ^q^TWI^ *qg 

qgfrfeqqTSI* *BFq, qqT *FnqiTqiq ^feqsiTiq* $1^ I 
irqfqff smfqwq ^TfcfiTqqqFqfa— 

* 

English —Two \aricties of poem** have been shown 
by the author ( in the fourth chapter ) . these are 
(1) Dhwani-kav^a i. e. the poem in which the inner 
meaning sj^q or the meaning which is got by implication 
is more appealing than the simple meaning or the meaning 
which is apparent. (2) Gum-bhuta-vyangya-kavya i. e. 
the poem in which the inner meaning if any, 1 . e. where the 
meaning which is indicated b> the Vyanjana-sakti of the 
words can be relegated to a sub-ordinatc position ; that is, 
it(*q1q) is more or less a negligible factor. Having disposed 
of these two varieties, our author proceeds to consider 



Y® 


fflfWi: 

two other varieties of poems ( quite different from the 
above mentioned varieties); these are-Drishyakavya i. e. 
a poem that is audible i. e. a drama etc., and that can be 
put to the stage ; and Sravya-kavya i. e. a metrical or like 
composition that can be heard ; that is, an epic or a poem 
or a prose Kavya etc. of any other kind. 

Note—Readers are here warned against committing 
fallacy of cross division in this connection. The two 
varieties-viz Dhwani-kavya and Gunibhuta-vyangya kavya 
are. as expected, mutually exclusive ; and so are the 
other two varieties namely the Drishya Kavya and Sravya 
Kavya. But the former two and the latter two are not 
mutually exdusi\e since the division is based, as we have 
clearly stated in the Mitabhasini, on two different stand¬ 
points. Thus a Drishya Kavya may be a Dwani Kavya 
or a Guniblmta-vyangya-kavya, and a Sravya-kavya also 
Dhwani-kavya or a Gunibhutu-vyangya-kavya. The 
different types of Dhwani-kavya as well as of Gunibhuta 
vyangyakavya have been already stated here, and dis¬ 
posed of in the fourth chapter of thi.s book ; and in this 
sixth chapter our author proceeds to take up foi consi¬ 
deration the different varieties of Drishya ka\yas alias 
Dramas etc.—a subject, hardly found in any other work 
on Rhetorics. 

JFTfcfiT i fen f i 

fa - mfeft —cw mvi 
TTrffafa ftr 1 

a to* smu cm ?pfi: m ssiotj- 

5 ^, effit *T25PifcT5T^vi r- 



^ swraifafh sst i ^ 
^#sf^r: writ 8 ifa, crft ^4 *r arcs w^nfirfa towt i sfrr 
zm 'T^^TWt i 

Eng. Kavyas are of two varieties—Drishya and 
Sravya. Amonst these two, the first one viz the Dri¬ 
shya is that sort of Kavya which is put to the stage. 



rp^ twi’ & 1 

fFf^wfq^nr - to k'&k - sfa w sfTO to 

3?fcr | 3 ?^t: ffsipp: ww faferfa TO*T <&f $T^V 
ffa TTO I WI ? FT^'TPTTFf I % ^tto 

ajftmfof TTcf Tfrrf smrefrh $f*I3T 

TOis^ Spffrm, ^if^I ffTt fftTO^T ?RFT I apF 

tt^ 3375 rfSjT ST^T^ 7T3T-7l-.«;i ;f--!TVc! p„i 
jrq»3[ 3?PTO?t > Tf v[%^FT 3frjTT^ 3p3? ^^T5fFq 

*TT*-7Frfr toi g^=^3H ^r to 3?ft<ift, ^~ 

iRTH^jr; s^apf, f^ 43Tf^ TOJ'^TO. 

TO sjpfcfafe TO OT l *TO% ^^T%—' t4 RTO^ 

^ “tot inrorm flit 1 

Eng. The aforesaid Drishya Kavya passes by the 
general denomination ‘Rupaka’ because in it the actors 
and actresses appear on the theatrical stage, as the 
persons ( to*R ) dealt with in the Drishyakavya. ( It is 

mainly nfn ) i Hence it is diff. from pure — 

Which is shspRflSJ only. 



s I *T i ^TTfe^T *TTto«i^ 

w^-* suNw^t ii ^gfafgn<tow^- 

to I ??wq 5TFJTOI I ?F«J ^T iTTJT 

arfaw i 3PPP?T?i«TT: 

si^fRnqL T tofetoHFj ^gsqmre, '^p: 

TT^r 3*toqi m-T 1 ^ ^ 'tfgifFOTg ^JT *T#T, '^rar 

3?to^: ffrl f/to I % ?T ' aw: 3TTfff« ^rffpR: 

3Tjf: FiTT^to TOagfoWTto: £^qrg^Tto*rf=to: l 
funto toj sfbtog H^fasn ^rtoi g^toTfa-vrsi stor 
wt TC'^ri tt^ g^totoaT sKTi^fo fato i 3^ ?rrcf 
atfrap?. ^toiq-cfH arg^^toifafa +rto i 

totog ^nto: sr^tt ==tfr- 

?*RH 'hN-^ ^rfcfa: *rrto. stff* ^rg- 

^Ttofrrfa <$to i mtsf^ arnpofai.- 

^5TgqiT^f^ : f^F-TT^: I *Fnfe?J iflfltorcr: wn’ap ?TT?^ 
F5 ^f^RJFWT^T ‘ JRW nto^rq 3fgf,«rfs=| ?fa 5^ 
^gq-poTg an^mftrfrf airmrto i ^gsft fk wto;: i 

“*F*to SJSqf tow *q**T3TTS*J toj : I C'Mf* UcFf 

f^gr *nf^R»T: ^tt:" i ?fa 3* fan to gFfrwto 5ng»nto w; 
VTTTf: 5TTO: l F =3 +JFTT: anft^foto I 

Fg ?wrT 7 : k ^ wtcn^r* wi toror:, ?rg mg ^nra 

m TT^fqr ^(fx^^KRrg ff«T*: «fitoT q‘; ^FTtoFFtW 
m ^ r ^ rrc&TH ^TffTOTTTOR ^3^ S^hto 












tfTfc^ftrfci ?mh i 


^t: s\ ktt tt^N nmfa ^ [ dfi 
3*fa^>zr^T3qsq ^qffrfa ^T < ^^ffff?T ^TfTT 
err i arf^t^jfSp-j: ^ 

«THF: >FTerf^I qsqfrr ^ I CPU snfs^H ^faspnj aflfixfofa- 
s&m ?WT gTf^TOTf?fH^ n qsq^T T% 3RTT '«T T^T v Am~ 
afTWplT i 3HTTi 3Pf ^rsTRzflTRHRT rrq anfa^pj W %T«T®iafT*n- 
^n:^^rrq, fr^^grT^” sfa 

3T5r ^TO^ftrfa w^r i w arJ-iprif 

aj^qfam i ^ Wtr *R*Rq- m* 

arteir q^.- 3 ?tw ^rfcan ?fa i rp* “arvn^sr rtwt 
arefr r* ^ srfoRR ^3R jjntrfi j 


line, Abhinavii is but the imitation of the condition 
• • * 

ol the heroes and heroines : that k by Ahhma^a is to be 
understood the representation of,the circumstances, 
relatixe to the life-incidents of the fieiocs and Heroines as 
dealt with in dramas. This imitation is of lour \arieties 
the imitation of gestures and postures (Angika) of the 
heroes and heroines (by actors and actresses), the imita¬ 
tion of the speech (statements), the imitation of the 
dress, as well as the imitation of the Sattwikabhavas 
such as perspiration, horripilation and the like as might 
have been expected in the real personal i. e. the heroes and 
the heroines of dramas. 



< i i ts^OTf- 

sfts^n: q^fafo *^rofa \ 

ftcT - 1. ^|U||^ I ir ^ (<0 5TRH** 

(*) waj^ (i) ^pup (<) cZfpqtii: (u) ^«r« 

(*) feq: (*) f^T^: (<s) 3?%: (^> sfhsfr ("1 •>) 
snifter TO'isTT^ir ?tot *wr%sfq tt?t qq $w. i 
swsr sstewfi. i^T'.TTpnqr^f^ f^fr vfrnrfor^ *iftt 

iTT^r n»7W tot: ^ ?TH ^SER 3 ? ‘47T: t=!prsfa 

4rrwr ,J dH aFqRTflfq rq^TOTiq JTT^T *TOTT 

q 5PRft^fra?5f qq^fH Ufa I 3i*q irp ^ yvp{ qqifa - 77rmqT3 
^TT-ERJJ, -+TT^T^TJ 1 TO«ETfq =3 **faw{' ^FJ* 3 

*nqfqqq*ri fqrqqp^q vrRfrqq-, srpifr^ unftwy utoto 
nqqaj TPsqsRfn sfH fqsRqrfcj i 3 q 

*FTqfa I 

Eng.—Rupakas have got ten varieties ; they are the 
following—Nataka, Prakarana, Bhana, Vyayoga, samava- 
kara, Dima, Ihamnga, Anku, Vithi and Prahasana. 

faq — 

4 

-nfen mgt stcept wm. \ 5i«tRW^i- 

i %'sri ?ro$ ?par 1 qsqqq^ fcran fer- 

fro 1 jfiMr pfr^n *nfa%fc! ^ 1 3tgp^i qrpq- 

Fq^lfin ?pftfq<JT: 1 fas?! fq%q‘ fT^fqp^ S5VT.IT TC^OTTcW, I 

qqqT qqronf^q^FIT ^TfefiFI r -TOTFTt =q I 
fm -1 ^f'T ^ q^TeTO^^ajTfa srfo arm #ai#T 
■sq^rof^ f^Fn =q, tTrfrfrf - ^feur, sfteq; *n# ?r?^, qreq- 







srwrcg, to*', ^wmi, 

sforfqrr, %**?&, faarfaqiT, wtfb *rrfam 

sf*n f®r«rr fasrqg ?fH—t?i tt^wi fa%q‘ wjm 

erf^T ?m qe?T^ I q^ fTT. q^ftcSfT 

TT?rqf Pof c%T ?T 

wm qjf&FTg i ^prqq^T^j ^nfet »mfa\ fm 
*TTfaTO7> gon^, HTO* cT«n *fipq *STTsttT< aflR ^ VTT^f^T- 

q^PT I a^qTfa 3 5 T sfafFtfcr 1 

Eng. Over and above the said ten varieties of Rupaka, 
there are also eighteen kinds of uparupakas. They arc the 
following :—Natika, Trotaka, Oosthi, Sattaka, Natya- 
rasaka, Prasthana, Ullapya, Kavya, Prenkliami, Rasaka, 
Sandapaka, Srigadita, Siipaka, vilasika, Durmallika, 
Prakarani, Hallisa. and Bhani • and each of them has got 
some special features, and save and except the special 
features, reserved for each of them, their general 
characierstics are just like those of a Nataka. 


?T5T— 

£ 1 JTT333? tsancfptoFT. q^frI fw* 
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JTRTlIq^ I *FHI 



qfXrW ?tT: 1 





1 f^TT%T f^TTf^qt qT S^H ;nWq?[: I m* 
STFPt Fq qT l 3TJ-fp%r?TT: m faqg®TS- 

5 1 ; q^F : q^ qT qjr^qigcigw: i tfTg^jro- 

WTTJpg spqq rf^T q5tf%cfg II 

irm-aranr wqfFnfq t tot 
q$*F% 1 m'mw{\ g^^ra^cr^r 

^rngfate^fiffriRts \ i ftsrn 



i 3ft f^frs’^rr^fa ;pTftwT«ft» 

i ^jtt; ^’W^’ #f 

$fsp} i STWRTg:—' l ^?gr %fc^Tv5T STSfl: 

?faf: i ^w ^parfrfa 

TTERT^rfrT cBtMxJTT ^fafaT. ffa I 
ftpr+7Tfwr T^pTFTT jrq^jriTf ^ ym'm ifafapm 
<7',M Trqifiq JTTOTJ ^T33Wfa 

*T*JT *F;JT l $U?Tq ' *FT - 3-fflrFT SfW "* 

sfemfa'FT 5FrsTr^T=r -*i wmpTTirfaj* 77 W ^^i- 

?fa stt-ft arfara ?ft » * t it: ^ri ~xv nrftFET. 3 farm 

iUffTf^TT <3TW^T^3qf^T I rFlT-W 7\~A * 

^t^j5t: ' wi\ v’m-rp^J? rfa-'apprr "Fufa 

c^fi^lT 'SflrPTITpTO JT+TTW^ 'tffasn^'F^'Wl 

'rsrj^ra afortor! -?Fr*f ^-tt^ 

^rfam +mr£H *rH$ itfitfr d^nn «m- 

*TT'4T^ 37TJ^T I 

MtwJTSIT ^2W3';<<TFTfr% firff^Ff I 3^'fqf 
^rr?5Tl? t q-jqfcwjfa^I?. qqptf: J7f?vrffl; *TqfcrFT 

^*WJ x i 7T-'4r^rt rffqyqf^qrtrrq qypi. l TJTTFS'W: 

fafa^FPEJ 37T?JF.^?T l srffppwfcj* 

*WTfW- fWPTfa*: ffazwfc'i: ( IWZWjF*']: ) 

ffa - q* 3 «T; ( Plot ^ 3 ^-Wlfe^: ) 

m i?* 9 " i: m i ^ fnRrrcn # , ?r tt^ tjn; 

IjiqRW ^frr^q: STfefe: I ?T«? Fq q^T'4^7 *t5T7T?F 

m jsr^v sft JTTwrr sifof (plot ) 

s?q£t qcs-^ s tt^ cffaF^rra sEttopti awT &?ftnrra- 



TO qMfc: * J 

w. wfw ct«tt q«*rr 
^fT3 «fcl1V/J|J|H 3T235R ^T^'F.^^WT 

zs’XflWW i 3FP ?ITS^rW4T^3^: 7Rirq«rfur ( JjKRRrr ) 
37f^F5T^T* Sff yjFW £r?prqV ^ ^ 

3TTWTfvRT rrq JJJRTfaqHJ? *RK*TT T 4T??FR I 3]^ ^ 

3TPR W awnVTFffiF: i "3H 

f^RT^T TTfaF^fr'^FT I 3?sT Rq^vj^fiRR 

^rfTRzq fqfeTFTfa: ^qqFclfpf^ ?7FR I q^ 

R*T 3Rf qfeFR jfH '-qfrjR Tc-rfa bFRR* *f 3m% I *HT 
q _ -*fK FTvrF]q;F*T*qi ^j-rtsrrtfi- 

i fe *-Fq q^FRFRTR r hT qr qfanurT vrf^ r ^pfrf=r 
3R75T 3R*[R,' *1 TPapT • i --FT WTf«*F I^WF 

^f^’lf^TfTT^P 1 3?f-7q?F'IIRi™i '*VW— T41 fo iTHT 'W 
^■rfrr^flTfq- ?^IT qf^T^’ 3T=m I W FF ? r qRn 
srp-HFTT: *TT=*FTf*qfvR^q qfHrfi^ , tt^j F^'-T^'-f 

fq^5TTf|T-qtVf> 1 | q-^TF'qRRF qRTOt 

3T7^FJ? 97-q,-7T^r% *R 3T^TT ^fr^if-T Wi ^ifcfsrFfq 

1 * 

*m > T*n qfn ^fhrfosre vra*?’* 

^Vf q^Rq-feiR yf.THT Tf^fq— 

*F<JTFT (to drug ihe plot lurthei ) ^Tq-farqqfr^fosRT 

fclTOF i nwq: rjr ^f«R q«rfa TTrT ?7 -fe^T fq?Rr 

?lfc v F | 3pjT SFER^RT: ^ JJ 

^RqqfjTR ^ 5rpff«5(qr: eftFTHpWFT tffr, Wl 

( rfVwfH: *ift. mi *Tfa smv- w\ g:*wm- 

JTTf^R arl^q^T i rare faqr fejfe* ^ * 5rpr<pmf 

5<Tf^RT: 3qft arf^nq:, ^ i|FRT: fTOFfa 



*£ *rrtei^T 

3FTSJ q q qTT^zrfTT : q ^ft ; Wld«M41 

arof^TCfrTOfH fro^TO TO 3*nfftq <TC?TO TO STO** 
^Hr\: qs* =q ?WT: q>TO ?JZr\[ rT«TT TO ^ 

5l?5T^ qfTO 3T*fTEWq STOT TO fqqshrfe?: | tt^c* 

ifT^TOnsr^T: 3T^TOTO: 

qT STVTfT^ TOTO?l tMtTO I 3?ft*R ^ TOt TO ^3 
fates to w fcrfte: . to 3*qFTO 

qasns* Frf^Fivf ^r apfwfsror i to qq ^tow ^ 

srproiqi: qq m to ttct ^fq’ r TOT^T r rf^^rrop to: 

TOfaq sfifaqi ;TT2q,jq J^FfiTOJT fafe’ TO ^ fnfeiffsTO 
3?TOTOR J^5TM sfq mSTO57f3T: fTOTOfrqfrfq &TO 1 
ifa Jcp7 TO^rTO^T^rr^^: TTOW ^15^ 3*q7qTO fq r TOHq 
3faqq ^fi* qqqfcTOTfrqq sqrq” I fq?5T*n3 JTfcTOfq 

ffq—fqFSTCP vrTqTOT: qTq^OTfq: q*fe TOTO: qr^fafaq* 
TO rafa i 'ififeTOr '«q: 5RTT?: 

^fTOTT jq^tewSTTO?. 3frs|: jTOfqfafq TOJT^ l frhl^r 

TO: I fq?TOTO qCTTOqT «^qq*?qq: q *$0TTFq 

TO qq«5^qqT TOqT qT233? ^qfaq^' TOT I TO fa<TO qrq«fi- 
STTq qffTOqT: 5Tt{TO55H =nqW qr TOTmTOTfe^fq- 
Vf^rfasT q: I grfi q gssRTOn ^qqfNs* TOTOqT^tefar 
^J^FrqTfq*^ qq?» fqW3 feH: ^fTOF*TO%T ffe l 
q^fo: JTTqTO qifTOTqT: tftqfo, TO: H^TO qT qqfafqfq: 
TO^fa: ^fa qT^l tt«I^ — 

sr.f^sr fa^Sr fqqTOTOqq: ^tot: i qrwTTfro- 
TOq: **§ TO OTffacf qra^* TOT. ffa I TO* TOTfq^- 
fafafafa-"^ fojfqfr? 1 « TTOM 







’Mrftr** wrqmqrfcrqf qi|fTOf*T: i 3xfaxf 3 fr 

xrroOTftFRfq es-m 1 *r?rpn: toot, ^fq 
^Trflf^in %W tfpqT: TOOT :qfqqqOTTO^ 'rqgcpq 

qfare qq jttoto* 1 to stffx55 toot 

1RTOT TJZ JFHTORTO: qFTT^ 

TOf 7 ^ 1 T—*?TO TOOTOT *3{ RTOT TO 

*:OT RlTOffTOq fqqTOT F^TOT '^rfqixfqq l TO 
PTO -TTP ^TJ? qi?T-T -T J?:^* ?R% | rrq 

TOTO? ^fqfrjTTq tor: vR* qSTO 7 ’ -T F/qq ^f+FTOR ; 
<iTO 3 W.]Vot FTOT TO 3'-TO] =3 TO fRTfqOTT qRTqsJ^UT 

'^rf^RTT ‘TOFqfTOFJj' ^ztootttrtovt: ~<v$ **v qfTOij i 
3Fq frOTTfafcRTR *fq PTOifro: TOOT gfcfiT- 

fqin: Jl*. : I TO%q «fa 'tffl* ffq- ’MTfeqq: q^3 'TOP 
to q sfq i qp-q-qf'iqj pq qi-.* 1 pqOT qi nq ?r,q: 

qq q.^cqi: i 3TI'qq,--^flM qqi <2'TOT-' -*5T 1* V qT TO q 


rfq i qfqqqrF 5 -jst qp: ot rt: i qqq>, *tt?% qpqi 


q*TO »M«-p TOf STOTSfap: q qqqfrfq i qq qT?% TO$*g 

ot+t ^uf^fn w^~ww snw m- to-ot to^f 


tr qfaqq:! q qqi iiTOqqq: «iOT^fF4*:q :—to iqproqfp 
frot toto q?qr tofs: i to qqfq-q q,-n q?fqfVq 
3fq 3qfaqOT’qFq Fqjq RTp: l TO qfq qffaq fqTOFTT: 
q «RRTR'qR3rrf^q- qf5 i n j n: H- n& to fqqfqq: 
niq qqqqTfaqq^r <ot/to i q vrfqp qr qqq qT^mqT sin qx 
3R3 3fq q s&faf*rw 1 pqq =q to^ : y3f.qT.3q; qqqnfqqrrA 
^F?T{R: g?FBF»TO% 1 5TTfTO *q*F : ^fa: ^ -TTflFT: 

jjGptT: Tfqfqfrfq qi 7 * fiTK* TO *fW«il 





, r , .. . T »■ 

^-frnTT^: ^Tn: I ^ 5 •'TPTR: ^T vfpssfoa: rnf? sfrTPTRf: I 
mm 3 -wf tot— w^Rfarofm frrr- 

rjm TWtf' UTJJtnmjTnZTnr ?5W\' ^fw” I ufo&W- BTirTT- 
^NT’f^: 1 fTORTii: fffl WF&rfcmzi: ! RR- 

?TPTvT: 1 HimF I TOTfe yTOTR 5TT3^# 

1 fc«TTS*T ?RTfe - -1 3 foqi: 3?f^3: 
f^mf-r-TJ: TOT *‘*T 3T-?*3 WTRjppT ?fcf ^TRT^ 

?Tf?-msv-{ vm » fro jtor: efa tFto i ir 

•wm-'i: 7mmH—^hy-^-i hFt yjr^m 3ifq 

tot 'ir^rt'^fV^i fa^i'Wra ?tot ^Fto- 

?m?rsf r T vr-TT yiT. i -j 'irTOm^TJtTTO*7?i 

JTO^jWTOTTT- f f^n: ^cnf?^:i” 

bt^t /jvfifj cj.fn to *m 

V 

*t4t*TO 'TUP ^r-q, jfrrqq- q-W, TO7-TO 

ri^.ir^T to 1 faur. ywq: snfcroR 

*5*lfr HI 3RT2 : T; *TFTW 1 3JHsfq 'TOryprfro: -fr^T: I 

fenTfr'W—IW '-lEnTd^Wi: » 3TW njfew WFflTR TOrfq- 
IR-RT ^ -IMTT.ytJ ^ , ‘ '7W 3lfq 'iimpR IfiyTOTOTF^R *TR^ 
TRRTOT 1TO rrq RITO *T teqJTf^J: 2f"Tl >7*FF3: I TOTfc 
TO^tF^TOR faritsfa ^P^TR fTOJlfTOJ TRTiT: I %fpR- 

feTq: 3R JRRJ^ I *Rf4T3‘ 

3 %Nvr *t?r tot^ 3?f*niR: arf^r few 

to i ZiM-fwiff 5FTfwfoy to: ^yofTsfq 
3T3^tf^ wr 1 311: W- 3T5T1: %I?TOT ai^R: TTq 3lf^n:— 

s ttq f^/rf^r: i tot mifqffenfrri3TO : 1 h 3 



<Tg : M 

qg r 7Tq v iF^TR STTT** br: a^: 
(fq^T^^r) Httr f^RHR 7 tt 3^: ( 

7TTR 3rfe ? -7<7T7 7 fo3TT%7T: I »J 
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qsppsiffir: 3TF JPTFTT: (' TPTP) ^IWqiT^T: 

F? $T r F FF foffiT: 5^T: FFP FR% *>7T^frT I FT3FFR S/JlfFT 
FFT TT T'l PR FT tTJT: %3 RTF nPJ%3 ?3q:p | 

F1 : WOT RTWr^T-" FT TpFJ: HFTPr: g^RT-' %FTF-FT:?r: 

srrawii^iqT^T ^r= ppgMW rrq ft « 

PF£% *7-1 F^TP: IF FT P'FFPTTFTfaT ^TPUfcr ?fa *PFT'-F • 


“FTgFjrF FFTEPT' #1 —PH FT2FPR F-FP fFf*TOta^PTFT'--- 
pq. fafa'Trfa w ftp pjwq wf sriiW fF*=PP : f n fwt 
3 jfrf spfpfaf? ptf= i FPfPps- 


PPPiq-Ft: gp?5TaR FTqrjvrppi 


Fr'JIPFFVTFFl 



auw PFFPVjTF: F r < PT??Tq -fa ' *F FPIW 'TFPPFP: 
oSPTFPPl ifrgq^n^ ^jri qirfp ! 'vifqp “fj* ffh V-TF 
spq %m'4 ffa : FFfP, ^TT--sW°r PTWF :T{t: qw F^FfPTF 


*-TTTF TPWT: FPT^t: 


f^mr: 


'*7FF P IFF-P "‘Sfsqr 

•>- s* 


%TFT PTPT: rJHT** q.TPRF 'tf5TfrT FJFRF qnfafcn 

OTnfq -t tfsttpip. pft ?z fttp qrrfafqr q^Fifa 

( WPS TTFPjp: MrqpT: afTTPT ) JfPP'TT WTCFFl PPTRTfr 
FT J^Tfa W*? PTfo F^TTFOTFSin frqTPr ■ 

I 

sRTfafcpT qpF'rfa 3ifag»sRRfr Mpppft wnifa 'fp^f ftp 


35?qqf<qqqTH vq: <Spiw[: fqjfFvrm ^Hbnfa rrqq 3^ 
nq^vfr f?q5T7F>fr fq^q-it 3 tPt FiTfafap Fifafap, 
pqTHTfa I TTTfl FPTHTPf FiPPPTT *T3 SF* rtfp: FT ’PfoP 
TF-fr W^'q RiPF 'Ppfap F''TT WRIT %rarf=T PFP I 

stf^t ptwft q^frrfFF qrpqifa rFnfa qpfafaq p =frqifa ?fH 

ifrgF.3TFFP;iF3 f^p pn €rfhpq sfa fappj 



*RPT l fen grfRR q^fWR *F*ft 

«r^ffoT gifon. sr-fr fa¥?anwr: ^wFitfa ^ 

tto‘ -g^for q^fapr ^f-5-rr vmfe t^t 

%i>q ^rfanifa 

^BP^ff^TTf^f i 

Fng. Frans. A Nafaka(i. e. a dranu) is a (variety of) 
Rupaka, v herein the subject-matter must be a well-known 
one (being borrowed from either history or ancient 
story, or mythology or some folk-lore) . the plot under- 
King the subject matter must have five successive stages 
each one of which being denominated as Sandhi ; (the lan¬ 
guage of) the Nalaka will be graceful as well as forceful 
and w til als i abound with several of the merits enumera¬ 
ted bv an:ient Rhetoricians (o*—,t will describe the 
dalliance-!ike movements of heroes and heiomCs together 
with some advancement, of course, in the process of their 
hoe at 1 air and aho some othsi facts such as the secret 
meeting of the hem and the hemine) , it (the Nataka) 
wdi exhibit prosperous condition of the hero .is wefl as 
of the mbjeet and dis| lay a variety ol Sentiments (llamas), 
giving occasion il rise to (the cvpexience of) weal and 
woe . and it will contain any number of acts ranging 

from five to ten the hero will very often be a sagelike 

> 

monarch born in a well-reputed family and he will be 
majestic and one of Dhirodatta t>pe (as defined by the 
.author in the third chapter of this book) he may be 

eithei a div me figure (such as Krishna) ora semi divine 
figuie (such as, according to some, Ramchandra, or accor¬ 
ding to others-Yudhisthira) or a human figure (a mortal 
such as Dushyanla or Chandragupta) ; but he must be a 
righteous one (always adhering to the path of justice and 



truth); One of the nine Rasas will occupy the predomi¬ 
nant position (throughout the Nataka), and it will be 
either Erotic, or Heroic (or the sentiment of Quieti* 
tude); and all other Rasas running throughout the 
Nataka will appear as subservient (that is as auxiliaries) 
to the Principal (Predominant) one that passes by the 
technical name of Angir.isa , but in the concluding >tagc or 
portion, will be inserted the sentiment of astonishment 
about tour or live persons will appear as main actors (i. e. 
the main role of the plo» will devolve on four or live per¬ 
sons) . and the composition of Nataka will be just like the 
tuft of hair at the end ot a cow s tail implying thereby that 
the acts will be successively smallci and also signifying 
that some incidents relative to the subject-matter (or plot) 
ol the drama will be described in the hist (Mukha) 
sandhi, some in the second (Pratimukha) sandhi, and 
so-forth , each incident d^ribed in the latter sandhi 
being of longer extent ( 1 . e. being a bit more elaborate) 
than one dcscnhcd in the earlier sandhi. 

N.JB.—Readers arc here warned against making any confu¬ 
sion* between an auka (an act) and a sandhi. An act is n 
division of the drama relative to its subject matter 
fw'sp Fd fa ) w 1 1 * re a s^> a n d h i s arcdilferent stages of the 

developments of the p ! ot : and hence there is no sliKt 
co-ordination between the two. It may be that if the 
drama ends in five acts then each one of them will repre¬ 
sent a sandhi , but there is no hard and fast rule is this. 
If the drama contains more than five acts, then the fi ee 
sandhis »*i»l be incorporated within the body of the acts 
be it six or be ten ; of course it may be, that in such a 
case, some rarticular sandhi ends with some particular act 
but this should be taken as a case of simple coincidence 
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some particular sandhi may begin or end in the middle 
of some act; and thus there is no hard and fast rule 
regarding the co-ordination of acts and sandhis. 

i : faf*FT I 

^TTT ?? Wzf‘*V $par#f3PferH*TR i? ^ I 

i arrsreapKRi «r r «ff®inTf^T^Tf?ftrffra: > 

^l^«l>f^Rqr|J^q^T qTStqrfST?-]: I aiRTiRTW 

I T^H I f^^TTT- 

wdm srrfmr ippf i 5(^55^ w 

sfr?w *r JR s qw^'-THrfc i*pvwv ; 1 

^firifsFTT : I Vifr —FfnRl^WflTPJHP»lsi Iflft I 

SRVTfsfspiTfrfT^^T W’Tf^: 1 3T^f^5PT^f^fNt^rFTTSf; 

3% iSrfH^: II i I 

f^jf^qr ^3F?r i ^FvnrsFSfufa u 

fflFT—I TWI rT^TTfj: TF^Tf^HF ff*T 

» 

I BT^i^srp^ 3 T|: *V$ IT '+P=PT_ \ 

^r?3T.’ > JR'.TST^f^:—XRiT TT5$7*TTJT <JHFE 

3M*FT ?7qi7 WT JFp JTFWf 

^F^BTl'* rITT5T.* J 

r?T??HT aTTCOTT TTS3';T*R FTr*TFP trsf xf 

vnerr^rra:, FfrP ^sfrfvicT. 5f=T l T^T 

?T ^ 3?f ( : 3?qf^T«ff *FFTJ SPjJ: ^mr 3FT«| 

*TfaFt 3T€SF I 3Tf SiyiRR: affisrefoR F^ *#T, I ^ m 
3FfwfaTO^«l SPfFi: T*r 



qn* 3?4fsfa ?rfq i m 

W&Q 3qT*T: anf 5T qrf &T‘ « 

rrq =q 3Tt : SJ2 1 "I SRfa^m =qoT%ui 3FWn^Tlwfq 
Wfi: RR i n%q;for:%q 3?1 qfaWTR: qj BT^Rt 

aTl^qJTFT: ar^T^V^W: -^m^x: JTfRtjq: ^TRRq: BTqnq 
5raf^.*ra: TT^rq: TT^faqq: ^ *f CM 1 l$wm\ m - 3T?iw£Tt 
3Hfcw 3RU ncpfar^qr off rTfTTRT ^fq^fq I eifa =q 

-'faf-TT ZR ifR *X JHjT^I ?1P55T: ®7fV5^: 
3RTOTTSR: CRq: f^.’ ^ 'TT^^T* I fq^fxRR F5IT ^TT 
‘ BRIRaq fq^^S fq^^r«tjxqq i” 3 ^t^x: URfe: q: 
BR : fqqqRR fq#T qf«WT<TT qfa q« IFFVR 3pkq: qxq r 7f- 


WflFR - r \'4\ HW-TT+TFR q H? *RR: 77pqq 77 rrq 
1 aw** fq^Vq *RTH«I 'FqfqqqR qq; J^faqqxq -7 
FqFFTFR . bfSTfsP?^ SqRJfq qajT^zf:, qq itfyifq Tjn- 
q/qRpFT ?T? ^TTR?fqqqR xj^FvJvfT q RFTJ fqR,: ^ 
xfrqrfFOT qsrprq RFRiq-q; i * k *ffiT q qsfrr** qrq-- ’ wi 
qqf*F qrq; q qqr. rr 1 T^frq-vr^ q^Hrq 

o - * * 

M 

^Rffor ^ qfrrq^rqT^rfq vnq: . qra sfa -- i, 3?-qjTm witr 

qqqi qfMTH 1 q>w» qqjfr £qqrq qqfaqTqq’’ sfq 

V.-J —' 

qtq?5 l ,Rf3r 1 qq sqnr :|R xflfqq: qf^FR *R SW"? fq*Ffa 

rt q qquqiFR fq^F +tsR. q?q sfriRi ‘MR qr^R 


iv&zvqtf;: qfajiTTFjVFFsr: q ^rqT r - I rrq 5 Tq^ 
3F*P4FFT 'tff.RR; ’qiR: l ^fqi£ g^qR^sf 
qfaflnffl: 72JH. I ref yqrffl q-qfqcqT 

3wfwn£ ^,-m qf^Rifn: wfa q RR #t w. I 

RRfWR: qg4: ^ ^raWlif: 3ggi: 



q^: qfr^: ^ 

qftw-cp-n 37 ft q^wnq v ^: *tcpp * sifu 

b?I qsrapn^vrzn qif^ qiftjfri ^f^nTR-1 

qrafasw^ wi?ihtj} qnOTur 
'^fqrrqR *FfaqH A q^irfap w Am ^ j?^ wffn 
fzpqr sfcr ^Tii, fafafVr* fajfw d*n m\ ‘f-forta 
jTTOwraTffr^r qm mfah qfa F-Tznqrcwq f A*m 

«wr i ‘mm qfaprar^ FTfore qrq Am >371^1^^ ww i^wr 
'TWff^' 7 ITTTi' &\11 \ mi ^ foil* "TT, *F'W~ 

TPTflR^Rt^ * *T ^TiqR^Ufa?! 5 fa ?T 1 ^T: \ 

irq ^ ^PHf^rferf J^RT’ — 3 W.F&; m RPTr^faTT 7 U W 
qsq^-rrrMr ^t ^t sfa arm qqr q ^qznfai: vm ; 

v y 

^yi^TT^riwiTWr vt w Tnfrei fan-mi **<spn 
■SITfefipfr *137^ sfq 1 TT5T>47vT^ q^TPRfriWWT: q^FW 
wftsfi «i ^tt f^nr '4H -1 j- 3 af^ssvi&T msrqq w-#j- 
q*TJ 7 T«ffaT* * 7 ^ -:ff STPTW TTfajfH*. H 
-M qfa; spqi^rji^ spwrqq ?wwRrfa ^jmvr- 
•ttw’ 1 *rq‘ m -q-f -nw-q ?qfa?fq -i 

77 -q q->r m\A'l afFTtf: jFjjfaFfTSfa * 7 - 

mzi^m ^t *q*q qp* qpq I'Atti n rfq 

qm w : «!nmi^f qfan 7 t?£p \ '^qfafq ^fq mA% 
m\ q*q wit- '-TTcfr^: mA m 

*TltfTq W[ qT 'sfmvRT^Jj: I q%JT t5FFp‘: qzfr m 

^qrn qq qforFr inrTftrfq fengsr:1 ( q| 5 frn 37^ ) 1 qr^r: qr^r- 
7T3#q3^q: ^«7T Am% : » spa-' J7H*q ‘‘qT v 5PTR7 

^^qg^qp-? 5 ^ r Tf^T a t£ q^Tfqq qr^i- 

-omi w ^i^ftsfq M^^fq^r ^ftj 7^ 
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arg^qfqqq: i crt% faq wr&R q^qtqq q^rift 

^f^qfqfa { 3*rj W' q^fq - flfe qfe - ^faf^T ^ 
sr.qrfa tzw-T *rsi Tw^nfa i fr^n qfa qifa 
arf*3 q qfqq^Tfq i *ETfa m^ifi *qs q^rfaq 


JOT sr^TT vwfftiqjq 3fTO JSRqft WTOq I 3F7: 

WW q^JMTfwi HWflT5T:. 35* a|15/T3rJT| qT3=TT 

qFqjqq/fa^iq:, q^far,-^- JTV^ ^TTWq^TTqf^q qq^.* 


qqr?.'7i q?=|iM mr>,T -ji sfa qm, Vst sRq^fav- 

nfqq. I'V'x rw qqTHTV^q: toPtotstttsFm 

otsjt: . ttct* F^rsne: qT^-qTfa'-fiTqf^T^ qT^wq 'qvfqfurq 
sirrmrff -irq; sqf-n ^nrr f.ri'-n qfq ^TTfFfTsfqqtqTn^-n 


^qqJT. fqqigqrf^Tq: i ’Hffl qq^qqqq ^artePTl 

wf^T ZTT7: q?''.q ^ 'FTTHTf: q q ^qqq sfq ^sjq I q^g- 
q-TUiq =f5siT Jqq qjqVr: > qqq =q qr^tfi qTfroqT: 

MT7T r^q. =PT3TsRJ* W «#T*T TOP *=R fq^qqq. T7T 
TO?rq qfqqq sfnaw* asnwEq qqfq i faq *rto '-unqqq 
TOT^-T* q^lfqq 3TqP 3 TO qpqwqj qqnqTOTOTO3 
37Tf<qVri f/^^JTq^H'RTq wrqqq §Fjq ■ to ^wq 

3JTO?qq v 7 'tfJjaqq TOTO^f*-fTOFi q sfq TTfq: ^ 

<T3T?f: qfraHTT qq?>1 l qFfrfa q 3?fq ^(VpiTf^pn 


f^FF: TO TOST i qTi^TTO i\%v\ iiTOTlfamf q 

qfq^qifa 1 Wtfq fT q q^;:, V4t 'TST UTOqfktfr, TOP 
qf*’*> TOR? qf^TOSP TO =q qrfawn: qftqrfafiT: I 

3qfTOq TOTO rrrnvsq: qrfW3TO ?Ftn^l : 51UT: 1 TOM-’ 

qfqsr: ^Iqqj cqqqiqr ffa TTqqrqfq SWRTR I 

*nro to fm ^qfqqf^mq: fcparcsh 
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^ ncSRTrf«rr ^Rr+^n^mr ^T=fr- 

qrfa ^rrfa f^Tfa B^c^ff^i ^tsst: ^ ^I : » 

cT^TT 3?:% ST^JR 3 WRT -'fa 3TPR fa T =ERTTfa sfaTTrft 

fafacSTfa *T3ffaT T^TTfaT JJHT n ?TT??T rc* ^ : sfrf -jq^mij i 

Eng. Trans.—An anka (i. e. an act) i^ a division of 
the drama, in which the chaiacter and exploits (or lather 
the influence) of the hero arc dearly noticeable (or 
discernible) . which itself will be glowang with Rasa 
and Bhava . m which the words med present us no diffi¬ 
culty in interpreting them . which will be abounding 
with piecemeals of pro>e pissages, in which incidental 
happenings will meet there, and which is endowed with Yin- 
du (i. e. reference in some passage to something, that 
goes on preserving the connecting-link between some minor 
incidental occurence and the main current of the slor>) ; 
which is not full ol many allmis (relative to the main 
curienU . in which the verv seed of the plot does not meet 
an abrupt end . which abounds with various amusing 
occurrences . which contains comparatively a sm >11 quan¬ 
tity of verses, in which the duties devolving on some 
particular persons (by their caste ir profession) do not 
collide with any function tney arc required to be per¬ 
formed , m which the incidents described do not cover a 

► 

pretty long period ; m which the presence ot the hero is felt 
when not witnessed and which is usually runou by three or 
four dramatic persons : which is not very long in extent 
and in which the following occurrences are to be avoided— 
as calling from a distance, killing, fighting, revolution 
political, social and the like, solemnisation of marriages, 
eating, pronouncing of a curse, passing of urine or 



death, sexual enjoyment, laying siege to a city and the 
like i. e. the taking of ablution and the annomting of the 
person ; which is endowed with the striking character and 
exploits of the queen, attendants, ministers and merchants 
clcarlv visible therein due to sentiment and emotion, and 
in which all the actors present, lea\e the stage at the end 


^ i stwttwt - 

3JI 4744354Tf44T4 I 3TTTSI*: 4 

44 r^. *pfni. mwwhpi i 441 snwnJTTJrh if4 

“wii: 14441;/5U I 

Zt 

4T<q‘ yfrHT^^qnjw" rVf44: *fr4P444n 4W 

141 v i 

f*T4l- 3rpp4T4T4 3*7*4facf? 494 ?44 44T74 '^7,4'4 

474 HT-WTWTT^V 4 fa fa *74 4T244 4TS- 4*4 3VP4 

'iw^V'Tr -1 

•‘■fr^TyaW:' 9T44w540T*q 4*4 ifwfwi 

mRifwum 3 n'pij 474 4i4f4T4i 4?4 wfa4 '-Q^ 
44lfe 4 4/4cTf: 41S4* ^je^rfasn** 

frf-r) e?* 3?^?rtV 444H sfrf 2444 . ufai: 4fafw: afrsinsi: 

37*34*4 3F2JW7 ^ TOW *7^44 37777474 ?*m: 
4 44T7 5f4 277*77744 l 4*1 4 4'4TT/ sf?T"5ft '{ 44* 

T3i4-- . nng<nfrrrT4 * 777*4 1 ^ 7 * 17*4 (^vpifi^n 

44^4: ) 37*4; *sT£T 7 4; 44 *1*3 277444= 374*474 S744TS44 I 

4^ *Mi'4L 474?7 T fa4474Tifi4. 44f4 I 47*47= 374*4*4L 

^T ? 4: fef4 l 441 STT^TO 5R47447 I TTcf* 4 377faqt*T 4*7T- 



T 3WT1;: rrftr: q*[r%V qiFU 
3rf*R 8^4: TT^R WTfaEP RFIJ ifriRS Tw5R JmTCg:. 
2H 3?T^t 3FRTqq qfofarf *R =CT TI T faw* q^R ' 4 V -TT 


qj^Rfa TiC^TSft q*H T T P7FR 3Tf^?T: 

^IR l %r«wgni: R: qp^q *f,faqT#l VTR: I 

3RT qqTTR ^rqfa ■iWTqrrc< i HH% *&Rf^rq ar^jq 

tfrqRqqqq qrq qra’ fwrq i qq qqnpT^ri 

TFvjf^ I qq J-Rnf nfH AH 3H *T *mfa 3R^:: q-rfar 

srw ^qq qq#R 3TruK*T^n qrqr- 

*m™iq qjq qpjiq qi: 3R4iqRq *q«q i fa^sq 3R%* 
3TRTfsRq I *qq' *prW*T-J q^fafqqrfjR ! qqrM 


ftfqfqSRq: fTqfawq I 


qqrrq q<R *npH: i-r ■R'npV n r 4\ 


<vT4Tq tfHFRtfsRJT qH$q 'iR*R STTCtfSHq I 3R* 
5TTPBW JTT'p4‘ qqT q^pi' cs.qifaqq I 


*4rwt 3 qqrf ar^r warn *WTRrr i qqpf q 
fe^qT^ipT I qq - qffTOR: "-riTf tVstot: q ^TRifr* i 

qT^rqTTqifa r Pmf®I qftRfR 1 q*4 Mqq P r %Ri qa 
=5T3m q^THJcfT qqf^TSfvq i SRWTJrqfrqfa ?Rq l 


Lng.—In connexion with an Anka, a Garbhankn 
( a drama within a diam.i ° ) is being defined— 

An act (of another drama, referred to in the bod) of 
a drama), that is inserted within an act (of a drama) goes 
by the name Ciarbhanka. It consists of Rangadwaram 
( a mam division of the Purva-rai.ga ), Amukha 
( prelude ) and in it abounds the Vija, ( the nucleus of a 
new drama, an act of which is incorporated within the 



act of the main drama) and is backed by some motive 1 . e. 
it serves some important purpose-relating to the main 
drama. 


\s Kanchukin (sa\s) to Ravana ui the (drama) 
Bnla-Ramavauu-“A diama (entitled) Sita-s\\ayam-\ara- 
n:im, which is to be listened (as it were) with many cars 
and to he seen (as it were) wuh many eves, has been 
composed (oi bc lcr is going to be put to 1 lie stage), as 
if it were !oi v ,m. 


N It — \n instance r! tils'. Oarhhanka u to be found 
in the Hamlet of Shikespeaie 

‘ , lA‘ qs-r j-rm 

!• T-q 'IT** ffa l 

fifry—5 WA.J] Tvf ffHT qrqrcm 

<4 TTryVci '1-ilT- ^ I T^: qnj 

W;*1T -TWq ^^TFFTRi q] TT5f TjfT 

WflT'TRp W- i ^ «fcMsipr: *fR* RTtq.PR ^T^TT^TT* 

*T5o -UfeTR FfR fqsfmfapr: =q I oR itffq 

fRqsJFT TTRT*RT *qpT i 


Rng. Tran. —In the drama, Puna-runga will appear 
lirst then an encomium to the auditory and after that 
comes an account of the dramatist, followed in its turn by 
the Prelude of the drama t-BTRfq ) I 

°.' qsq ffi fr g qi: srpqfrr 

q^TW *« I ^rrfq zp?jfo I ^*4Tfq 
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^ q R=^ • »^ 

fTTrT—I qftSfclTqTq 3R55TCT- 

^JFmr^^RlJT. ^T-OTTcST ^ m: | ^ 

3WPTR: f^RT*: q^iTR c5^oi qiqqfa— - '^fvRzn - 

TOtFf 3JFTq f^mi: *T^f ^51^4 of 3lfrr«R- 

q^sqJTqf* q: fqg: 3 NT -VI -W 

Tfra^nq m p *' lift f.'rl 3T«Tf^f^ Ff^- 

q ? TO T=q% i ‘rafcpi q?:fa wur ^71 fa > h'\ :nh 
faterfa qqfa 'Mn 'rzifjpt q-ir?:T?Tf^rf;r y ^\?v-^vi\- 
^N*?frfa ^ifa q?fa TTfq7rfa4nT«r.rfa rfa ir-qq Njrfa 
qfcr q*rrfq ^ ••rsq'j qr: r f jivimvmi jjh »nw 

*TRT qT feRFl falrR M^im ^ 32 q W-ilT-qjf . 

qsNsnq T 4'iRTa*q 'H-qq^qiqr qqi spwst 
NqTRN r.?TWTfa q>qq * 


trig, Tran. Whatever ib observed by or d*Mie In actors land 

actresses) just before the actual commencement nl the 

pci forma nee, in older to counteract any probable 

impediment (to ..eert an\ disaster that may overtake 

the theatrical performance) is known by the* r.aii.e 

Purva-rangu. Though it has a good many prchmi- 

0 

uaries 01 divisions cueh as Piatynhaia and t!ic like, >u 
Nandi (a main division of Purva-ranga) needs be 
performed in order to avert any probable hindrance. 


?V1V <qFnp» rkto— 

”11 \ HflH i qqf^qqp^T- 

STT^ qWTvTT^far efsTRT I ■***$& 5t-^1^T^frpfff l 

q^xsr ST^rfTOTf^f TOrT t 



ftrwtt i ^rr^fr fr-m —%t%3- 

3Tmc5T^2rfcf ?fa ^THRT 5I^2T.*, ^ 5R5 


SfH 3R*T^ ‘^TfevT^ #0T *3W m^W- W felTTR 
tfa iTT^fr sfa l 'OTT'i^ 3?T^T^rTW t i ^*r ^:*R I m 
ttlH zn =TF?T ‘ STfq^TSTT ) I T ^ ^T^T^RRT SH ^T^f^T 
*7 Jffi: ^Tf^aT^Tf^^tJ ^TT^ft: 1 f=Rq 

5RH q^rf^JT^T^^lJ TT'FTT SHT: ! ^TC T^T TTN^r 
Wr*TTT*rat ^F3<W-THI+) <T'7I ^Tfo'PM <TT^T^Tm*RTMl 
^ 5RT>: aWWTfoin 37>. TPT'^H TWTTd %qf 2T- 


friprivrHTH '-■fl^PSl 
at t *n»7T ir;rq 

■jf^lf-T 1 3 -T.‘ 


-W'TTT J TT T1 ^ JTFff! fH TtSFiI 'TF'flFTl t 
TU^SHTOJ 5T,j‘ TTT ^F3T -T^*7 r Tqq 
~T T'TK J^s’ =FTfa Ml'^^f* m*TF v T 
m*%i vj^qTi^rjpmRsi-^nr^T. 


*7^ =TsMiSK^R "f^f-S^H ( ^*i STW : ! oyn^I} 

sranwm ctt sh +th: i fa-TPn sn^rr 

Term ' T T'-iT -Mfa: T-T T M +7T7 i «TKW q-jfPSb 

STT. tt- 7 ?fi TT V TT I T1 4 F «TT^f T^TTTTTTT: M171 Jfiflf ^T * 
>7 TJTT^T-=R5^=5TT^r ^f-T - l 


Lng. Iran.—Since an eulogy directed towards some 
deity, Brahman, king oi the like, and endowed with a 
benediction (for the people that hn\e conic to the 
theatre) is uttered here by actors (thereby causing the satis¬ 
faction of those lor whom the said c logy is intended), 
so it P‘ T by the denomination Nandi t e. a gladdenej. It 
(the said Nandi) is comprised of words that are auspicious 
implying a s they do a conchshell, the moon, a lotus, a 



m- va 

chakravaka ( a kind of bird) or a lily ; and it is to be 
couched up in eight or twelve Padas. 

Text 3^7] 3RWPT “fa’TFftSq > 

gT^TT^T m WT.XT^T^ g'WWq 'fTH/m 

wff r i vn "p*ppn?pf faH- 

W'l\ iTPTT^T || TT^fT^'T i 

fan - i »fF5T 'TT^snsr '■'7^ r Ki =n vm i *r«3 't-sst^ 
SETS'*: / T^Td - ZR/TPS T? sfa Tf^FT i <T r TfH"^T j^r-pt, VJ* 
^lT-W'7T/bfn l Wfffl 'RSTS^ | 

WRTH '*I«Fr?T ^T~IT zp-TT ’fl3»TO>l^r vif*7 | 

-T5f SRi: 'iNJ: -TT^T-fT^: i «TT~«i '4hT*vrfa 

JTTST-fWWHP'jT 'df*b fp*l -:h’i ■jH'TN tjrr- 

'TT*V ! 

! ip*. T'.in. ( I >u ■ 'ainpie 1 / \ N.n.di i.ii,t_h, d up 

in ei*:lu Pad is is l*» i e '.on,id m the \t, j die Rmdi h.t (b\ 
Niur.iri Mism). li loiitaming eight P.ulis iwords) hi Pin¬ 
ning with S'tmZ t Nandi couched up m twelve 

P.id.is Ii.i- il^i sample m the Puspamal.i composed b\ my 
lather (the N.mdt-sloku there running is as 1 *>11«>vv*) “jViuy 
the daiii’litei of the I oi d c»t' the Mounl.nns, ihe lustre of 
whose moon-like face became i. d is *ue I )i\me River (the 
Ganges her co-wife) was placed on the head b\ the enemy 
of eupid l-Siv:i her husband) and who (subsequently) 
became soft (tender) with a smile as het beloved (husband) 
fell down at her feet, for the piospcrity of yourself.’ 

In like manner, examples of Nandi of either eight or 
twelve Padas (where Pada stands for cither the loot of a 
stanza or a sentence) should be found in other 
dramas. 



Text—TTri§n^tfrT i ^rt^5 ‘^4^ 

T%W TfflvTPWHH* SPppT l rt 3T^?fwft 9J5T 

3JTWI3^TP??n ^^FTliftr ^nfa^RWi r '3*tr 
W^RTT^ ^P?3T: ^T5RT*t IWT *TlH %Tf*f<flfT if 3T?:%1T 
fa^fi: l 


ftm--i *n^r£m m *b^to ^ sp-weth sng 

*RFT dW JR^fcjgq fa^FJT 3K?TF^fH rr^j^r ^ 3TT3ft- 

ahpPFFW 5^Tfe ^VTOTsM^TT 5TFJT dW iffijJ* 3WTF? ^ Fff g 
.> -* 

«W|f^T iTTSOT^: JHFyTTttJl I 3T^-T™mT^<3 

e?e cfF*fr ir *Rf i rff?, r* ' -n??r ^t $t ' qzfa - 


^F^prfj wffl fo 

fcm. 


m^jst^TPJIT^PR ?T*J 

3-2FT 3I*ITfoTi: J^T ^ 


qpapr i faqq w 3 i SRshrfa =T*^H 3tf fawrfa^j 

ywifufi: —‘‘^TRTPT 3??T= 3|fq^: fa mq Wt 'n^T* tpj 

wmw ^k> ^*ft 3{fns«n^r 5?‘ 


t^f ^T TTff i 3 t?t: mvim ^psfnrpi -jt'jttt w«^ 


wi&f ? ;rwfafa tfsn i Mn ut» gng. 

5fa ? -t3T7^IT 'Wwffl Her J^TFH *FJ -TT qfesrq / ^m- 


^rfWT'r^fqfrl-- 5TTTT ^^•V^qf<rr^ 

m * h r ,* m » 

mi 3^i: 


rpf^FITTFTtai 

21 3?faR*P 


3 T^T 3TF?TT F^q ^l^m *F$ ' FgficWraWER- 

swrof UT ? T3T^ *#* toot 2ftg snsfr^rw- 

*fp*fi';faW 3 MUtfTU. re qrffaTOfa 

^ch: *rf ; fq«TT «HTO OT srgBRfsppf faf^rT *T ^ 3Tl%ft 3 
SWf^ : I <T5Pf*T TO35*I 31FT^ TO£ 3 TOT3 5TPk 



qrefensfH 3$*#t * ftff?p—sfa— 

¥TT^: I 

Kng. Tran - T he N *ndi as already defined by me, is in 
accordance with the opinion of some authority. In reality, 
the Puva-ranga has got a division known as Rangadwara. 
Thus it is stated Since the performance commences, for 
the first time, from it, so it ?scalled Rarigadwaram. (imply¬ 
ing thereby that is the very beginning of the performance) 
which is essentially an acting with speech as well as with 
body 1 he Nandi as defined above, is to be performed 
(ohser\ed)b> actors even bJbre the Rangadwara and 
hence there is no (separate) injunction for this (Nandi) 
bv the sage (Hharata). 

I e\t—^-- 

“qrRrc, qforsfoj* 

wvk\'&' i RPTai'JTifirftr- 

qicfr r/^aiT^TTiFT I -3^.1 “/;i ififa: ^m[ } r?TTfe I 

m 

^TTf? ’TSTH/WTRFn ^TTP” sfa 

) ^ITqqfalJTq: - Rt *pVW 55* 
Wf^ppfPT 1 5q: J?qi ^WTTTT^T'' 

sfr 1 

fm-- 1 =5 *5VHmfo<TT qT 

iTPTT qT %" 3^#^ I 

^rrff fcsfijftoq^ftqfh ;n«n aftngf q^TteasR 

^ ^TT^- q: cTq *l«ffwrqT: 



%c 




Jjri: ^ =T 3T mwq&Hi 

i ^5 t^tk‘ m t K* ^rqrfa s^r- 

^T iTT% I 3*WJ ^RiRT 5TOOT-%5T% 3RPTPT3 

sqfaqqg d^ft ^T^frit 'tfTipiq f^nfSFTH 

^ arfrfap* 5 ^ &p*r £*w w. *mfar -sqfrwr- 

^rff7: 5 fa SE^'q^q; qftlT«T 3?f^H VR^qfaqq: 

=T 3Pq: 3fqr: qjfa-T faqq: 3TT?J'T^T'4: *FW3 sfnT TOT ^ * 
?fH 3 pq faqq: ^fcpr 3131 ^ ^ '^? 2 PT?n^Pffi. 


3TT*r: h^: 3T5H5TP5: sfa 


qqrqf vp • qqrqffrf 


f^JE* *F? ^RsfpFqH flrqqRRTfa 3 r-WTfa qoiT qn ^757. 


ffa qipfrfe: I fepq 'JT^TW^TPS^T^ q-fafR qfpfrq «JEq 
3RqqpR: 3^p^: Jq*5 Tqr sfa vT^: qqr4T5"': 3Fqq;ntn 
?fa WV I q u 4 srfefRT 3*J« faqftRqTqifqfa: faqfrRT 


txjqj-^ iTTOTT^iTir^ qfoprr: am-* qrwrRqfiRi- 
5R3qr^Rqr: qifqFETRq: q RT^: HT<mqm W VfT Ztmfc- 
5nqrifH : qfpTTfSRT ^T^r q^Vrf^: 3R: 3R=[: qqfa qqfa 

aifcrqq * ?fa wr=: ffqrfe 

5% srfr: I *T ftq^faqtrRcSH: f^^TT tt^TPT^T VT^Ii 
cRT qPR =q qsnq: 3^?T qSTiftq: I qgT far^T m&rfa=T%q 
5frirfi#R 35?iT: *RR 55RTq: T4tf? 

“JTT^ qTS^f^qffrl tfsfa H *piH 

wrefterawL mvgm qFqq - ( '1 *iv; V &m' q ; 

gqprm arfVrsrq* wwft^fagu srrqqiqn^ ^Kifrprq: 

fowraw jfty T q ^3 ototli gfawp ifr*^ 3^3 sfa 

37TW: I 3T5T VfRfr^iRfjpRT ^fcRfq 3?^ 

qT STWi^T M! 55^0f ^T l ^ TO 



q ffe&v 

«W3fffd<Rlfr 4Tt5«ftlfiPi: f^^'i ^7%3 3ffa SRd I TO?* 
^TR ^55t^: l JTRft ^ SffaiRRWTR 5TFfa pij: «TRT 

S#! dRT: "3?5 #tsftfR ?fte% P SRP I pg 3|fe 3R 355>fr if 
3T^T rFT TO «ST S*IT . TRP- TR^ ^ *sRF*I TOl^r 
3?fTOP HF«^ I *!RTR[ *n«R TOjP 9 3?pj ^fcT 5TPM 
#pr i ?wrfk t^‘ ^ ^ iz#*” ^Rrf? i 

TOffasiR: ^ji^FFT tr TOR dM*W^ fpTOT 3fto 


*m pw fafojrctonrR prttotojtto fam r 


ki 

f^RPOTR PTO pfe ^fa: 35ST«: pfe RPT dfl 

n*W5n% ^t ) $fa: ihpsttot fRR i dto* rwzwuft- 

+FT FnpST^T RRfrtfTto Z *fiTRT ! ITT P ? TRft PT R?5fto: 
3Tfwpq ^ faf**5NPtfRPR ^OTTRTlfr^TPT 
PTTO «ETRT TOT: 33 r: ?rq% P RRffa I TOR 

PPR 3RJJR aspg fafep: 

SRfolTOJ PT^PPJ 5P'^ “fTRRf *RTO' SRTO^R TO »T*JFR 
*‘^Rfi” TOTfe 3ciKfc r Wi ^3f5TTOt«S^§fl ?TO l fa 


qr fafwtosq i m TO’— 1 1 *TTTO *£Rp:" ^F^i: TO 

tom ;totpj tofto; rrto «fafa*to 4 u* f ?p 

J^5 ^^l^r/TTO RffcSiRTOI^SRi: ) 73fa I # to ^ ( 3TRT- 

^raro -BRfetoni gs#^ ) tto “WroT SRitoww? 

nRFTjfT^JrRj TO^RTOwStoi TTO. fl PPTO PW* - : ^fa 
3TO3 ?RP ?R TT^ fat%g TOsrf arfr R i 


3RTO TOR! STtor^-TO^ STTZ% 3?gfatof PT^fa TO** 
RTO d*>WR ?£RTC : ^ ^sRFTfftRfR ITS55T- 

TOPRR HSR uafrfTOTH TfeTOFT i Sp: 5Rfa 3T«TR 

TR *4HiR TOR TO ^to JTR35 OTT^PT, 



ffcT ■ 3T^ «W^T- 

snq: i qraqrrfa qre% m- srNrfa q^rrc:” qfa 

^pr i 

m*m %i 1 ^ qRftqfq^j 

qqgqg'pq*^ i 3 sqfthf q^pr *n&m aqq 

37T#4^5rfi^f?n^: $mf r gP^IT-fT ^T FfT^m^cTO 

WTPqfa I S ^ I “*£?*m: qivTI^lWd ' WffFl 
qqqu: <wyqwqroi> *F*n 5 qqwq f^m qrqq, sfq qro 1 
flqif? 5WTOL ^ ^Fq^ HPjftPJL *WFFq 

^^rR: S 3^'—^IWWI! 


f^EpIW: 


;- Wt qpft 


■^5tw qiZ% 33?qfr 5T qjFI 1 JTT2% aiaferwi n^i** 
qqqR: ^qqfaq;F33T 1 3ffiR q qe% TR 3*Tqt 

qpfsq: ; ^'<TTf%—^ fj«f I *§F3 


gTfq^^pfcqTTOTH. 3J3TRTH q^r Rfiq WVm 3T^’^T^ 
TOrj^r nrqqRR anroj «efqqfe% ^qqf fsqfa,: m qn% 
5rqqrf: rrq aft q^cSTOTSaW SFFT 3 ^ OfSqTFq 

ai^hifft WWfiv q: ^RT 3TTFR: rqqrqT rR fafeqi- 
qfWITH^ *fqq: I qT3% qp^rq[ 

qqitq qfe^T qraw snwqqq^ ^Tqqm^h^rq; 
qa^H^I^€ aqtsfoi t 


araO&iqt^ 





fqsftqtf—h) qq qra& qq arn^^qqq^f^lcfqqt 
^qit, %<t ^5t% 3?^ qqiqqi qT §qf?T§Ri 





Ml 


wiftt 'Rift ftsp% SH& ansi ar aronft ft?Ri. aft « jaHiyi 

—-ft- 

•iT^v I 




tRrfa afcr oicTopr 


^rpfr i m =q sroiqqT i a?fa if# fsi 


$wi< i 

arfaq 3?f%5Rrf^ '3 tt *jfi? w^vm” ^rrfq 3^t% 
a«M wifa sfrr i 


3?^ RIRT , m q 3TSq^T I TTq fqifq ifTZ% TTifi 

rcf qfFSFPW&tft *9R 3 %^T^rftT: W ctf| 

R STSJfa: RF^ 5JTR. I 

(*) ^ crf% ^.*T5FJT. pn 

•TFT 3?qfT^‘ 2PT 55-‘ q«(^ S^FFTlF* 3 W!? *ft: 

f^^#*WTRq TraeSRRoi Wftj 3V&J OR^TKH. 1 
?w‘ q^fh - kv&I •TF^t 3Tfer. qf* TirqF*3 3 ^ 

;nfcr 1 q^r jrpft nsr r^mj 1 OTrf^hcii^i^' tt^ qq jrots: 
sTpfr srqfa, *rqfo 1 

U) ^ rfse TTq 3iRft4^w^^jfiwfT im^r^n- 

^r^T 1 qriJ, 3stt% ^fTOR*qTfa .q^Rnfa 
^t gri §TOPyTfh«*d*qifa wfa qmrfa *tt ^ afar-- m\ 
^TfeqRTpt ‘ ^ITfq 

^t%, ?T3f e^cr JOfcR^STO TsT'STTOI cFT ?n^t * Zf&- 
fecfT 1 *rq 1 Wfa#r qferr 

T^TTO ^RJTS«H<°T 5T55fa* Srqfaqq. I 

v) *TTS%S^ ?R cRfri w^4 

qi^r ^t gqft^^qifoi qqrfa RmTfa ^t fcF&fsilt s 
3»ta trqiTF^, fWt^Fg SPOT* I 



('a) TO ^ rfift: 

51TO ?rf ^rtoroTfa qsTfa qmrfa ^t q sto ?rft 
qr^ qq* %fisrto ^rto to tor: qrrorqT toht- 
355TTO ^ TOP-* qi^T : T^TR n^ftor TOTO TOT1TO. 
fwrqi to 3tf?q^i JTF^r—#r - NrfepT i qni 

TO I q^fiTimTOFR TTFTT iTOfcc*m 

nq T^qTO vrTOR I 

■ 0 TO qT2% ST*9TR arfaWF q^q7GrTOqtf: nmh* 

TO im qfe TO5TTO qi ^to^TOTfa r wfa TOmfa 
fsfep'l Fffs q 3TO nq 5TF*r TO to q 7T*Fq 
srro i 

( i) to TO #f vm HWs TO ZV&\ qT ^faTOTTlfa 

qiTOTfa =TT 5 T Pj: -rtfI ^q/TI-STJ rrq TTO^T 

tow qp^r # i to+to ^t^to^.t- 

TOP 'tffatoi: q: «Bto SISTO tt^t sn '^5 TT 5TOT ? -TT +TTO| P 

top** sfa HTfepT - ?fH TOR^fam I 

'Fng And in the literary productions (dramas) ol 
great poets like Kalidasa etc, (for example's sake) in the 
following :— L . 

May th it Sthanu (Siva), who has been declined in 
the Vedanta (in the vedantic texts) to be the one being, 
that pervades the heaven and the earth, in whom the 
appellation Iswara (the Ruler) implying (referring) to no 
other has been truly significant (significant in the true 
sense of the term) and who is sought (searched) after 
within the (\ery) self (mind), by aspirants after libera¬ 
tion, with the normal vibration of their vital air controlled 



<T3: TfNfc: 

and regulated, and who is easy of attainment by those, 
who firmly adhere to the line of Bhakti (devotion) be for 
(be a bestower of) your salvation—, the (aforesaid) 
definition of Nandi *ails here (does not tall> with such 
slokas). Moreover, it is stated, the poet should begin (his 
drama) from the Rangadwara and so forth. And that is 
why in old manuscripts, the occurence of ver>cs (slokas) 
like “Vedantesu" i c. the aforesaid one, is noticeable 
(immediately) after the portion -“The sutradhara (stage- 
manager) just after having finished the Nandi” And 
(the fact) that the portion —“The Sutradhara just after 
having finished the Nandi*’ is written after (the slokas of 
the said kind) implies this : — “The Sutradhara read this 
(sloka forming Rangadwara) after he has observed the 
(ceremonial) Nandi ; and (along with it) it indicated 
the intention of the poet that he begins his drama from 
this portion. 


Text ■ 'i* i 

t frorm:i *r 


P3 TT 


I 3T 3pf TT^rr^TfiT 5TT I # 

fcfT— I i&ym ^TJTTTO: faTO 

WTFar—ta 3TJRT7J SSpft 

( feRTTO 3?rf^¥rfTO^ ) w spnnTsnrFT stop 

TO faTO, STPfrjWTO TO 

^ <Tfc*T n fd'-id Pd'H 


S&'m ^frf TOT, 

TOW 5=13: ufiiR 

QlTTOTOt. < introduces) i ^ TO 



wra«n<t a ffcis^Ft i fas? ftww 

tjaf T ff Sq flnpS SRfptft 5TFfcT v QTcTtTsr ^-TTO: 

^rnrafH sr i wraro ^rf^- 

*wfa w i 

^ **TTTO fa ( %R 5IT Wt*I ( 3fR Tsfa— 

W ( ?H) fa^JTrfj ( rjqfT ) cfqt^w: fasnj, *H ^ 
tfN RT g 7 ^ 3WTfa c rr=fTT RT WRT—?frf dc5|<ftK| 8FW I 

°*m^h - *r »nw %^ttTj f&4 *=pffa =3 jqrrf «rrfer ^ 
fawfj fT?T: cTrp q: sfa *TFf: I 3?wi:—ff **7m: 
f^, c 'M ft 'T’^H ^cTcTPTmfa^q^ «Ud*fc^ if«i^ri+j 

aFFTT qft^j TO^TW^FF^: *rf5 rrf^T9FJ 3WT *pf 

3^T%T irfr^rn^^faqi?^ ^mN^TTJT 3TW cRP 

siforipr *TT Rresfopw: ?*tf 5 a?Tfa^fa^fa d«J 3JFTOJI 
^ET^FT.faqlT'mi 

Eng. Tran. After having observed the Purva-ranga, 
the Suttradhara makes his exit , and then entering (imme¬ 
diately after him) tl^e Sthapaka (the Introducer of the 

; 

subject-matter of the drama) who is equally accomplished 
(like the sutradhara) introduces the dramatic subject, 

clad in celestial or earthly attire, in accordance with the 
drama-concerning celestial beings or earthly gestures and 
selecting either of the two attires in case the drama treats 
of both (celestial, and mundane or both), he will either 
mention tbs subject-matter (of the drama) or refer 



(only) to the (very) seed (of the drama) or utter some 
lines relative to the main current of the drama or inti¬ 
mate (the immediate arrival of) some dramatic 
person. 

Text- RmR rot: i m * u« f^ r- 

W. I CT«f7^E|^T2f5p 5Rfr»TRMi^5 TR gap 5Rfr- 

wftfh i e Rmtfror to; kkt ^rr to i *mi? 
*trt> qifrr^TTJ^T i to; #T?fW I *rt 

w^a JTT^n ^r&^rrf^n^ppq i eft 

jfnrr to tots' v top toot fqq: i 

^TTTOTWRf'T 3R" r 2n^[f r T 3T55fFTv>f^yftSR^rRT^R TTifehr 

vzqfh i wa fir sgi irfs^sTOifeHMi 

rttsicrt ^tfe^TOforT ^TOTOnRTTO- 


TfffTSIcSRT 3T^fe5^TOt^ 
TOR ^^ITRt TTTO 


pf ra^ri^Rfyfcrrr^! snirf^iq: i 2 rt— 

3Trqrf^1Wf«RcT-q^RT: UTH: TOTOR pq i • 

3TOR RfWT TOT ^p^Ffsfar: II 


TOT TOTSTTfOTl- 

“fl^Tfer jfRTOVT ?TfTO W f%\'- r nq rpR 
^TFjf'MlfcKVi^T’ I 

ftcl- I ^ RTW ^3 ffH t*B TOT TO? ff^l 

%f^r( ^2^ 3R& I HldW fffrrHT ^TOTofr 
( Main currents of the drama ) i tot—3TO1TOTOT3% 



wpr: Rjqfof q* 3 ^rw* ' *t <r 

-$m\ e ji4T#?a' i ^ rrot -- m> wi- fqsjiwww 

an^TTJT faqqfoflfrif RoSTfjR WTW 3TR^T 5?ZR: 3^#, 
f^sjTq RreftiRT «rst 3rr ufa-R: i (% viftt- 

■nfk Trqfj^) i Ff^iT ^fw*. n*r *trr r ^rf^H: g/siigfa: 

Finn: rr+rm^ htot r^t ss nq arfes jerrh 

TTiaf ^f3TPF5=f qftrZfTFilJ l RFR* FPJT RTttfH 

*?R ?fH *TR: I *iln*FF* ’^■^KT RHrST qf^Sf 

*jpfrqWrqoft Rfa: qRRfWRqr fanfm: *TWTsr: *ft >-? 
*R-r*H tojh 5* Rrm& fa^wrR5*Tvr^ Mrwtf 

F^faqRar+Rqf rrt sfaiiro rfifq?ft Rf^f frt 

=q fqRPlJ l ( tr =q > TTRfapTiT fa=FR "RfaRj: 

£RT: gq faff fi: sfq zfT^r 33j&qry+Trpr: tfi|i|t=r: *Tq°T 

sfa stfr i q iPifanfe: w ^ rfa ^ign^WR RRiTr^q: 
?RRT: V 3RT: Rlfw* v iRFFT faRT^RT: 


ffcWRT* » 

'JR 3c5T«F.: ^TRRqqR W-fcR RtfI HqRRffa 3RTR 

3rq -*r jtr; i «nw 5 ? q^^rrc swra rot toot rhot 
sfh otri* ii 3?fq=q #nr r < <R q te rq 

^SRfiT v itsqfq^rHni' i li : Rft3^Rl2q>Rrr—^^TTf^RTfelT I 


m **irm 3 ?r* qq rto sfa ^rr hr wwfh - *p’ fa 


TO V 


qRRR-Jpf fe 



q^^TRirfHqT^: TOOT q: I^grf: IT^: qRTR: ^2R TO 
qfHqr^ : RfTCi: qpifqstq: Rrq%R TO TOTTO, ^TT^»T 
R, g^rrfR: ^5F'qfq5tq: i OTfaq TOOT ^1^ 

5W SSTR q^TOfa | ^tftOT cRTO 3mT—a?RT%: TO** 



vjvy 


5Rg: fdafosj 3*1559 d^srra; d^dfOT : dd dTC?P i 

ddT fdspgrr itdfrrcddid ^jt^cst ^difd^nfa: qdTdfdi 9.fd 
d?d dTS$r: i ncf 5P*jdd--f5ftd: Si^drfd sfsadTfd *dTfd*rfa- 
*wd rr#Tdrfd d-jjfmfd d-djfrddFdT dferfa (dtdtfr $fd 
diRTdRTO) IWTTfa dd rTT^r: I ™i SPdSRd: S-Fr^re: dTCd*lflH. 
jtdraFTdTd ddFFOTTd q^^TT* ^fd +TT*=r* d*T ^ 
q^Tddifrrfd dldd W ddTdT TfdTdf «ET?5 ddd 
ddfardfaid Vfw: dd^dFT fddFd STIR: ^|dT MTfd+fd: I ^ 
?7 ' #dfa *W‘ d^n^re ?T^rf^r i 

qfc5T: W / *fiT?5T dT ( TdiTTdTfd dmfd--3fldTfdd: 

Id: ^:fte: vjrqu ?fd dTdd T3RT3: dF*T ?fd 'dTd: d^FT: 
cRdT^*' dd dT^n l fasfSr nddfddrqiTd ddvTT <fiTfrd: dTddft 
d?d dT^T: I di^dT ddd?d dddd d^fadT: d^dFI f£Tld- 
fdvftqoTT^rdf ifm: Wi: dd dTdd: dd: l ^ d dTd 
dd<i dd: ddFFFd d.P-dd Wdd d*d dT?dd I ddT 3dd 
ddTdqi TOfr^fdfd dTdT rTddfdd l dd J, d dT^dlfadT 
3ddT dT f ^ENdfa d^dd dd f '^ddld! dHd^WJd - 

drfFddL TTddFJd! dddddd. d?dfd - ^dd^7%d ^1 W[> 

3Td 3^: JJdfdfd did d=djfd I 

/ 

3TdTfa did dT 7{ddd ^dW ?fd 'dd S2Fd dSTdfd-ddT 

' » 

STTf^F* I sm 355T%d <|CddFdfd dTdFT 7p?3 5FTCP dW-td 
|fd fddl I 

Eng. Tran.—The “Sthapaka” is so named, because he 
introduces the subject-matter of the drama. The word 
“Tat vat’ in the verse implies (that the sthapakais equal to 
the sutradharain minute accomplishments and inform or 



appearance (that is dress). Now-a-days, (all the func¬ 
tions of) the Purva-ranga not being properly observed, 
(that is the Purva-ranga not being properly applied in 
the commencement of a drama), the Sulradhara himself 
takes upon himself all the function, he himself takes 
upon himself all the functions (that are observed) ; that is 
the Suttradhars does the duty of the sthapaka and others. 
Sthapaka should introduce the subject-matter )ctc., 

of a drama-dealing with divine figures in Ihegaibofa 
divine figure himself (i. e. himself being in a divine attire 
that is the attire that befits a divine figure, he should intro¬ 
duce the subject matter of a drama dealing w r ith divine 
figures) ; the same of drama treating of human figure, 
himself in the garb of human beings and that of a 
mixed drama (i. c. a drama that has both divine 

and human figures withiu its body) being himself 

1 ' « 

in the dttire of either a divine or human figure ( as the 

likes). The word “vastu” in the verse stands for main 

currents of the drama (which the Sthapaka is to introduce), 

an example of which is (to be found) in the (drama-going 

by the name) Udatta-raghava (which runs as follows :—) 

Rama, having accepted the dictation of his father, just 

like a piece of garland on his head, went into the 

forest. Ai.d out of devotion unto him, Bharat 

renounced the eri*«re kingdom together with (i. e. as well 
as) his mother. The two attendants (followers) 



sugriva and Bhibhisana were led to majestic prosperity 
and the entire folk of the enemy, the infatuated Dasanana 
<Ravana) and others (oi his party) became annihilated. 

The seed (cffat) of a drama is in Ratnavali running as 
follows : “Providence, when propitious, quickly unites 
its desired object (whensoever he likes to effect the 
union ) by having brought the same from even an 
island, from even the bottom of an ocean or even from 
the ends of the quarters of the horizon. 

Here (in the present case), the entering (access for 
shelter) of Ratnavali who was drowned in the ocean due 
to shipwreck and became subsequently rescued, (i. e. who 
succeeded in rising up from being diowned in the ocean) 
into the palace (mansion) of the king of the Vatsas as 
effected by favourable providence, beginning with the 
affair (i. e. attempts to effect the union of Ratnavati and 
Udayana) of Yangandharayana stands as the seed^totfic 
acquisition of Ratnavali (by Udayana). 

A mukha is a passage (uttered by the Sthapaka) 
that refers to the main incident of the drama by means 
of *‘Slesa M or the like just as (in the following). The autumn 
has set in—the autumn that has got the light of the 
moon-bright and brilliant, the autumn which has assumed 
a clear (charming) or illuminating aspect after having 
opened the Var.dhujiva flowers and (having) crushed the 
^dreary rainy season together with its deep (pitchy) 



c © 




(gloom), just like Rama who wielded the sharp and dazz¬ 
ling chandrahasha sword whose face was burning with 
joy and who restored life, as it were, to his allies by 
haung ciushed terrible Dasanana (Ravana) in whom the 
influence of Tamoguna (such as ignorance, infatuation 
and the like) was mighty. 

A Patra is a dramatic person,—the Sthapaka sometime'' 
refers to the immediate arrival of a dramatic person upon 
the stage is as in Sakuntala (running as follows)—! have 
been lorcibly captivated by the melody of your song, just 
as the king Dashvanta who ha** been diugged afar (tiom 
his base) by this speed} antelope. 


'1 i 1 rPTT?! 
qjTH JTPfT?jfq 








W[ qq?7- 


q i qpmfq qqfqqqpqm ?wfq i - m- 


q^qrj?» 


ry ‘- sr ^Tqq;: ffcm (nqi 3 q^p i&jh } 

srrf'jFP zzmtfzr&i 

zrrs-i: zfrrmm% Vq *uq£: msrifrfa qprq 

^fFFF^ : i?5T%: ’J* ( ^TOTfrfJT ) 


TO rfrqftpqT { rf^T 

r qfrnj«r 

bttIsetp qreppq qtwp 

ut^i “spr*' f%3ic&i 

qq qqf^H ^q% wP #(4 q qqr- 





Eng. Trans.—Having pleased the audience with sweet 
verses, relative to the subject-matter of the drama, he 
(the sthapaka) should declare the name of the drama 
together wuh the name, the family-name and the like 
of the poet and describe, very olten, (the advent of) a 
particular season adopting all along the Bharati 
Vntti. 

“He 1 ' stands for the sthapaka here. The word ( srpfci > 
“Very often” implies that an some works the season is not 
mentioned as in the Ratna\a!i 

Text- 

cfT^n'-^Ffr <?jTTfn vrFrfr i 

ftn - i “■■*rr j7 TT qffwrfacr-’' sfa ^ qiq ( 

W’ qffrT— Witt* rrg 

O ■Zi ' 

sfa +TT 7 -X 5 RTW qRT- 

c^PTT?’: 7T7:qqTifT^TqF: 3TfrRRR 5fH qm. I 7^717^ 

m qrqpq* m fafeiq 

qzppryr 'i?T^nwtf+R3f: Ref ^ ^rrffq^torqTSfi rrorenrj^ gjrre:- 

qr% '‘SFpqq:" sfff 7T5: i e rrq qpj: 

qqq; 1 qq: m^Ffnrf¥r: *13 qq qT^trqmsfq^RRsnqR: t 

FPR 3 =q#qqT —=ifqwfr, stfiMt, *TR?fr 1 37^ 

■f^pq: tt^T ^T^fTqfx^q W&fin- I t-q.* =q 5Tre3?qfe- 

TOTJ*. -f^ftsqqrRP mi wHt I 

Eng. Trans.—The Bharativutti is — ( 1 . e. is delined 
as follows) — 

The Bharati (vritti) is the acting mainly with words 



of some particular person (by some actor) the acting con¬ 
sisting mainly of Sankrit words. 

Text—cFm: I 

Sfsrm: JFt^TT I 

afiHpwi irn^Rr t 
W %ffeqtftr35i: ififa: cfr%STft 

^ ^cPFFT^ftd =q SSFT ^faSTOSSSlTH: 

fw> ?prRT m: i 

T&h i— 

■fiem— I FRT: ^!tOTT: VtFffr sfa : 

SrH^T sfP-fT USOTT rpTT sfo ^Tf 5- ^if-T ^=f^T 

?f=r i aifapi zp^h— 

strto tt=t* ^ otsrhto ^wfifwow 

5Ft^TT i 3?f^qf?5r^ ?rqTfr jrcmfa wr \ 

^ yiWM: sfa to to 3^fnr TO?fa =t mrfi' feRi^Ft 

snfr i *j*T 2 fafar jtt;?&- 

^ feTOtH~ ft *fiTOiTO^nH TOi^tai sown i m 3 ong- 

‘aftfra?^ ^frsft ftct jjsstcbl 
T<* m sjf^v^T#T B?^pr 3 jtitt srppi agftr- 

i#r *ra: i 

Eng. Trans.—The same (that is the aforesaid Bharati 
vritti) has got four parts (i. e. has four divisions or 
rather consists of four limbs)—such as Prarochana, 
Vithi, Prahasana and Amukha ; (of these) Prarochana 
implies *he inviting of attention (of the audience to the 
drama) by an appeal to the praise (of the plot, the 
drama and r ,jch other connected things). Thus Praro- 



chana is the effecting of inclination of the audience in the 
dramatic performance by an appeal to praise such as 
(found) in the Ratnavali :— 

Sriharsa (the author is an excellent (able) poet ; 
the audience too, is an apprcciator of merits (is a good 
judge or critic) ; the exploits of the king of Vatsas 
(Udayana) are also very charming amongst the people 
(very appealing to the people), and we, (on our part) 
are (very) expert in dramatical performance. In this 
matter, any one of these (of the said four circumstances) 
is sufficient (is quite enough) in the acquisition of the 
desired result (coveted object) •, and what is to say 
(when) all of these merits (excellences) have assem¬ 
bled together through ascendancy of my fate (good 
luck). 

Vithi and Prahasana will be defined later on in this 
chapter. 

Te\t—*M i irfr few qrf? <rrf*nf%r« ^ qr i gsp 
v T^T gfsgT: SP5T7 ^ fsft 1 3^3gT§fa- 

*TT£TT *TT I 

l *£PTP 3^TJFf I 

W- qTfFTTf%TO«TT^ TO l 

fag— I fMf: 

*=rmfqf?PTJl gsrr*, -m 

qr^qrWr st *fi? fagg ffct arrpifafa 

3rnp2im i m 3?fo i 

*3 ^3F* fwifc faqgg, 

w^gisippfrtg.- ^fg wro;, m 3*rg& gqfatfg: 

? «nrwf—aisr 3n# qgrarc'fcr wm to 



STSfa I m WW mx 

TOTPT, °-TmT^ guTT^ 1%f^ &V ft*: ^Z' 'T#- 

'tff'W' d^H i fqqq$?5yaf 3 - "^5?RrfRTrgfVr»-7: qjwjq^qsr- 
*wm • I £T?W: «c5grffp f*FTW ^ITT ^wra:'’ l faj3T«T- 
3RRT ang^sq ttst w* ^trt 1 7^wf?rsfq cptt i w 

%fr^^ri^Tf^qKI^ 3fT^' cp-JT 3T*n*Rt JJ^pT I 

cF?m zw&m wm 3 *fff#q*'krgqTfq w “^?rn ^ 
sf/T jqifjdr nfaffTffi: l ^5rfT^PT fernaT q^Tg^rfi - 
fVrjq I 5f3gT5f^T3- t£ WJ7 afaqi^ ffrq SFTFTifFq^’' fR : 

55 * n^rertH - m ii*nq?rT tW «n ^ ygm\ 1 

<qfaq *ir^^fafarftFT s^nfe nfas 

5TR% 5?^TqJTT *T 'tffq 3 “J^WT *TSIT 

? 52 T?r I jsrmfa *T5tT if q?ZFf *nfeqqq*r ifffq q^q% ; 
^fcqihfojHflxivuiif^ qjqq^fT qq %fcR. '^Tg?q TTq 

wnqiTT sfa 4?^ fot ^yot =q fq^qfa i aqrfe 

^R^fe^PTTH. “rf^TqJTT^-TTO ? f*fe" f$IT- 

-TO* ipfqrPTT: ^fr=f ^TTOI I 


Eng. Trans.—That (portion of the Purva-ranga) is 

known as Amukha and also as Prastavana m which the 
Nati (the main actress consort of the Sutradhara), the 
clown (jester) or the Pariparsika (an assistant to the 
Sthapaka) holds with the Sutradhara (that is the 
sthapa 1 . 1 ) himself, a conversation couched up in amazing 
words that arises out of their own function and that points 
to the subject that has been taken up e. which is to 
come nex'„). 



qr- 

The Sthapaka is referred to as Sutradhara—he (Stha- 
paka) being equal to him (Sutradhara). A paripar- 
swika is a follower of (=an assistant to) the Sthapaka, 
he being an actor—only a bit inferior to the 
Sthapaka. 

m ^ T ^ 5fr=f ^TZffcT— 

feKt— i qjsfrnTTfp 5FqPTTfa3T*F?TsrT I Wl^T- 

qsyftm qq i 


i Ji^iTTfrrrr ir*r: wi: sfa 1 


TOPEFT: SFTTcRT: 

'FrqpSR d*fcqfl«F/T 


•*7^fqqq: i rfP-7 5?TT : —^fFTCr 





FWT 


^ i mwi 

a^rqjfRn fsrfaqpre NTfff qnn wprqrffc 


l TTrfrq feRP-i: IRffifqj 'tfTOTfa ) ^TT 9#Trfcrerc«J I 
qr^j sm?n tfarr ±TRqq zfH ^gqfri 

mww w nx -aft to -a?fa = 72 fr? 5 T 

TTt> TTrJifa -JSFRW iTOfiFFJ, UT3, 

3Tfaq*5, 5T^:, flTfcPT, STOTTS??:, aq^F’. TO 

i nqrf«T #*rrrft 3 stFprnnfa tffq- ^rf^r i <mC =q 

55TR-q% T?3/?PI JfR':” I t^rfa 

t 

(qrfr,- -qigjjnjTfq '*ifq xrefrr ) OTfcpq 
^Fff^r ' kf 5M STMITOsHfa i nqi'tRM^TO* 'TR 
^Vjq | SFTTqiTTR £fT-#tFU ^ ?fa I m 5WW 

^qjfl^lfijqr^ Trq qsjRl -TO JTT^qfe^TqTq— 


to ^qs+ii^H 1 
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3191 cWT 5FfprfcRRTiJ 

sfrfa 3rrg*§R 3 *infa i 3 ?fa 3 *ft&r v 3 ^ 1 ^ t<u 3 * 9 * 5 - 

f^Hr~%f^i 3^ 3?f^ 3TT5^ *fT3tI ^TTcfT^ tfr^g^Ffa- 

5IR: I f^TTsfrsfa TT^rf WRfa ffe i 3tfaq 

arfafsr tfrw *R*Rfa <k >2^Rirfr 

I 5PTtiV 

gtf‘ 3*#nfrKRf*Ti‘ 37 3flg?3’ ifirT^l cF3T 5P3T*RT ^TTW 
ffa 3?Tg^«l ?TT i\ *T?T ^F*m OT: 5RTR?TT 5frrRRg?tT" 
fi??sa«iRjj sitoti it 4 ^ cr^^^scrf^siTO?^ 

^12%3 ^TRT TT^ ^rlRT I 

ling. Trans.—Prastavana is of live varieties such as 
Uilghatyaka, kalhodghata, Prayogatishaya, Pravartaka 
and Avalagita 

Texi %fx\ l rfcrl —fiwr q5lf?TORT 3t^R^Rf *T*T ( 3fT3[t ) 
( 3?TOi: { ) im c5*?R 

*W I q^TfR RiRTarffa fTS«PFR W 1 afnwfai 
<r^r- s 1 

» M ^ 

Tfe 1 *RT 5JSPT5R 35RR: -“^^: %3«RRG*gpT“ 
TOssftrsFft 1 ’ 1 sfh 

( ^MI 3Ti: ! m TTq qfa jfRf>r l” 

11 3{5r srrt * 

R3R^P 1 

fe— I cTT^lT 5R7PRT TOBWSWiTaR TOffi I [ 3*£ 

air^yrer wtt%^ ( q^pnfar) aw srfarcra: 

qrro 3^^ W5r av^prfcr ^TTcft: wrfor erra 
*ww : —dcj^ ^rm tosr: i ('d^Mid'h sRwid or^ )i 



*3 '{ m OT qT^ft^faT-' apiHFTrfer 3TOP 

aTMTJITqjq 3F5;FF<P ^srf: zrj >Trft> 3PTcITft q^rfa FF?FTH^ 
<m qfts-RP qFFH aftsq: 3*fiTqFT: rpcq iFfq 5tTH%, W apRF'qPT 
|ft qpFT ‘3Fq: qq:’ H^F"! HsfspNl qt "3*n1>^«r: spzf: 
^H3WOT4fc q?: ^qfft rTFSfr JP^TT^RT I 

3?# hfp ^’rjffni Ff^q-fwrqi m 
iT^nf-q^^ 'q \nv\ «p: ^fT^qx f*? STr^T^T^q tot qqPTT 

HT?T#1 3Tr^Tfqmzpm% TTq 3*3 qr^qmqqfr* Sft qsqf 

q^Tqqpnij ?7T jphfmt i qnr i^w^n sr^qft 

jpqTT'.TOran *mF; reft 

-*t% M^T'qq^Ttfq -nfq q*Tfa 

“sfi/Sl^WT: v (^: 2pJT *Frq%Hf^:) kk; q^T^^q^5I^' 
f ft OTT 5FqpT ^ORFFH ftff ftsft qTSq: 

ftqq: ff?5zr%^n Ho ftfoqq 

ftqq q%TtH-,qT ftqzr W 3 *trt 3*qrHJT 3mqq*pn 

fft vtpf 3*srfr^rV BTfH^fqHTS^ qfrwF*! q^Fq 
sm^p i 


'm ^qT^faqq yrftq^ HTfbqqq&ftq ^n^ft i q* 

55FT% 3*rt ftfapq avptf iftt w - ‘ ^^qqq qqftpiai 

» 

SIWmvfZT qr I ZFTTftTS^ HHI^Tfr WSHTSI* rTf^aft l" 
3J?N q? FpfFqft^I sftq HF5T JRiffiF’ =q sftq qi JJF5T 1 

S^feF^T rfq. ftfqqq qPWi; ?ft StaT^F: qfaq: 1 
m 3TFFq HqT^of fasflTTq^tnT^ I ftjTFFq 3 qureqpF* I 

Eng. Trans.—Udglmt>aka is said to be (that form of 
Prastavana) in which words implying one thing (i.e. used 



in one sense) are taken by the people (i. e. by the dra¬ 
matic person that will immediately appear on the stage) 
in quite a difTerent sense, with the addition of (some) 
other words. For instance, in the Mudra-raksasa, the 
Sutradhara (says) :— “That evil planet ‘ Kelli (Ruhu) 
wants to eclipse the full moon by force." Then in the 
green-room—“Ah ! who is he that attempts at over¬ 
throwing Chandragupta, so long as I am living. Here 
the words expressing a different sense and (consequently) 
not being rn accord with the sense harboured at heart, 
are taken in a different sense thereby (giving the oppor¬ 
tunity to» the arrival of the dramatic person (on the 
stage). 

Text—T 3TTJ 37 3T ! 

3TT^5TS7 T H T33TT I 

q%3T: T TlWqf W - - 

f^c^far=r^HT: qFnpFFTP w srrTTq i ^tr- 

y?ff3*P?T«7 *3**7T: ^ T^TWTT: H’* 3F7 

qrferrq- -m i w - ^^rpt ! 

! m ^7p ^rf^r ^fr^rfh >" fpp 


t r=n^fr 3*773-37 i m 

Tfesn qr^r* srfasrfri, ^frr 1 ^i^Rrt 

ipsrr—crar 3E5faftfv 







l aflifaf 11 *ftl- 


^frtH qf53 *rfti 


32: 


“trsripTTi & - k ‘#toi^^refq” 

SRTfq ^wTfe* "4m, atfroror qfapq- 

flW 3^51: I 3RTR ^ HmF TR I feifrq 

ttim ^ftt anrr--^wfrffer^ w-p" : q^fa f^qf^A^rr sfa i 
3R? RT^T-3#r<JTTq ^fpiR^TCRpftanj M, 3PT: STlfR- 


vnq: wm WAR ^T^TT fom 

( i*Tt ^jfr ) faqfa: WTH t 4TR: TTSrflR: ?fH qFR 5T5RT 

TTcH 7?T^: ^fqf ?TT?5TT: qT^fRWT^fafOT^rre: m'ttl 

^qqrU *R iRJ^j 3TTfR?‘ *R5F3 I FWRT 

^T^T SRpTT: V FPT£R ^TH ^>133^: 3 * 5 ^: 

-^: i?;pp: iBWT^fyRq: flfo?TT: R^iT' SR[?TTWT«n^: 

qf^TRi: wm 3^r: *PRj: I «F^T? ' TrfOTTfaa^^qT 

l?riTO-T *RT: l qRTVrfq *f;aR2R 55* Iwqq^ 1 

•m *n 3^iq: I 7-ffi * 3pppT0i astR^R 'flW*?ji 

4t=TT 3 : qfssRT 'i-^lgTJ 5'qq: q^T^STi: l rj«^ yfl: 
pfr'RSR '^Tlpf: fans: *ffin qqf Ff jfa TRT^t: I 3RJ 

-" 4 rr fs^faraw: 3?%itsfq qr* mi4: -^fapi wta *t 

■jqqTift 5fa ^=q ST qifsR: I q*TPT T?TT$Ta*K*T I 

sfa TT.aq a*p*j qf^R 4 tw W* n/r^T ?tt^i 


#ta«fwjfw 32: ^qqfh—37T: 5JF33 ; qqrqe 3«qi2$: 
sR'-m*?^* qfejn awm i qrr. qfa 
€T% m %3 wr^l aTrRTET: v 23H|ft3qT mqfraRT: 

^ * cR: ?fa J^purr^ qr* ^RftnpPFrft ART ( *TT% 

vtft ) rejraT^ afm% ^rfcr vfai i 



feforsrep : ^«rt^rra: H m 

an. spotty sfsrcrcrr w wm to amT 3T*rfeft 

JT I 3 ufaSFTT TT%°T ^TFTIWS W 

3T«rf7ffr 2fjJ3f?T | 

hng. Trans.--Thai tfoim of Prastavana) is known 
as Kathotghata. in which the entry of the dramatic figure 
takes place with repetition of the statement of or with a 
remark on the meaning of the utterance ol the Sutra- 
dhara. 

(With the repetition of the) statements as in the 
Ratnavali -‘‘Even from another island" and so forth — 
being uttered by the Sutradhara—yaugandharayana 
remarks in the green-room “\es’ such is the case, 
where is the doubt? (and then) uttering “even Irom 
another island" and so forth, enters. 

(With a remark on the) meaning of the statement as 
in the Venisamhara - 

May the sons of Pandu with their fue of enmity 
extinguished through peace with the enemies, rejoice 
togeffi«?i. with Madhava. And may the sons of the King 
of Kuril, with the kingdom brought under their 
control through their* lo\e or good will (for theirsubject) 
and with war foregone (or kept aside), rest in peace 
along with their followers. 

Having taken up the meaning of the statement thus 
uttered (Bhima remarks) in the green room—Ah ! You 
wretch, tt\ reader of a useless panegyric! how can the 
sons of f)hartarustra rest in peace so long as I am 
living! Then with the exit of Sutradhara enters 
Bhimsena. 



Text—( ) qfq spfm spfnfrs^: srgsn^ ? 

?fr! : l 3^1 f^TTRiTOr-“^^ I ^SqTOTWf l 
^TTH - ^TS?f ^sn^fe TOPPE if TOWfa v (frcftqq) 
*fciW id*h^ u i H l 

*?f¥ fainth nim 

tefftni jwqqrqft wpqf tot qqrq qfajqfq n 

3(5f HwWQTHTH ^TFqT^fa^ffl H^HHOT k ’TOT 

qfrqqfa ^flfofrs^” 

HTTO^TTW: qq«T‘ faWHq *3ppimfa- 

stto ^q sptfi: 3pfrfarf: i 

fjTH I mfjferc Jflfm T^?3| ?q?g faqqsj 3TTTORT- 

SRRT 3pq: qqPT*. '^T^q fqqzpq WTT^ q<pTH fqiqq, %*T 
%rroforowi«i 3?q?stqiT qr^H* to aTOiftm sfa 

HfRfT JT^TTOT 3TO I 

aTq^qqTTO 3$pftc3T TO+q: JJ^TfqgJ^ ^HPrfiqiiTH 
*q*9 'TOPP JT1#?T: 3TT£ qpn* S=TOT ‘W?,VnT‘‘ *fat 

«RR qftqqfa cotton” sfh qppR httoww uqsr 

I 

^HftpqT *nqfq<qT 3?^ ^ 3 ?thrt 

fq'TOpq TTjq^q qqm^ 3ffcRRR: i*f 3Tfwq rrq ipfPT: TOTT- 
55^FT2ft: qir^qr fqqq: imfop *nfad sfo 3?>f q^frqifFprq: i 

=T3 ^nwtflJTfippRr qmq^THqw fqqqsq sqVr. qqPTrfa- 
w^spHHirfq =qfi jrcrrq^Tvrq’i ^htVoi dH qq nqu^ 
3!fq q JW>iifrRRRfeT * m cR i q^ qqf q*nqqT- 

ifeprR sqjpfPR 3?fcr^q qmStercrwq fqqq^ spfmR 



^sfq ferfere ssotl i qsftrrrfosrTO =r aresf 
mm ?^pt i *m v? jpzfmif^ra f^ro’^T i 

lk ^ m (^FRTanq; sera •*) ^nra«tf{raf f^mwit 
■i wra*ra <m sri'pnf^RfjfRm ir^^tw: ^f^r fiEnsCT” 
ffH ?TTftT£TR^HfriWffK^RT^ JfrTH I qt 3 ^5^- 

q% imhTfcreraej fvr^Ff < 3 '.ra ^f{ r-R ^ Trqts^fcpnq 
^FT. J P J W: i TT^HTWr m * ^THTfeRlT *FT l” 
w Trq tort m i 

wm ; apT ^5T'7P: “Tr/TtS^Jj" -jf^T g^f™ ^TTW- 

sflrFH ^r n^i iraTanfasraarFafr q^raR i arar— 

?nf.R^ i 

^Vqr=r ^fa^irq ^^qr^RFfa i f^rwra *3 

frft qRTq-TTH ctT^faFR^F *RR ?R r r^H 7ilT>^ 1 

Hng. Trans.— If in tne application of one topic, 
mother topic is introduced, (which thus goes on to 
supplant the former), through which is effected the entry 
of the dramatic peison, then it is a case of Pruyogatisaya 
(Pra-stevina)— 

As in the Kundamala— 

(“In the greenroom" or dressing room ) on this site 
please alight. Madam, on this site. Sutradhara—who is 
he that lends me a kind hand (i. e. senes my purpose) 
by calling the lady 7 Looking within—Alas ! a highly 
pathetic incident takes place. Heie is Laksmana, dragging 
into the forest, Sita, who, though heavy with child in the 
v-’omb, lie - been exiled from the human habitation by 
Rama, who became perplexed through fear of public 
scandal, (simply) on the ground that she had to stay 
long in the house of the King of Lanka. 



Here the Sutradhara who was bent on summoning his 
wife for the exhibition of dancing indicates entry of Sita 
and Laksmana by saying “Here is Laksmana dragging 
Sita into exile” and then makes his exit whereby he 
introduces this topic (the dragging ofSiU) in superces- 
sion of his own topic (the dancing). 

Text- i $Tc5 1 

tTT^xrj SRnrpW II 

ifa I 3T4T- “aTTHlf^T^’X^TTf^ <' 1 1 sflSlfft 

iirfaftst nw-) \ 

ftr?T—» m itT *tt^ 

^5 m$f{ <sTTf^ suswi, 1*4%., 1 

?T?TjTOT^w^ ufa f^rqprTf^ ?rrf-?r mr anfsisT 
fojstqinfcn it qrt^? vm: it tittij 

5fw '^Tg^ v « jpsnejin ) i Trqq. iiWifa anrofa sfa 

ufrf^i 3?fqr ksmi aw q? 

2f5*TT—WT 

rowr wnfeRsrasii afawrawsi: vifrar sfa <ts%tito 
srf*R»:! %ftemsfa mf spu m ?& t ‘ f 3?rfvm : ^aRTi^R 
511% ^!TT 5Rm«H’ I 5Pfr|V 51frTO if ^ 

SSPrp 3TT?TT%T 1 3TT *5fa: UFT1 

51^ 33E, cli i 3f=j f^TTfTT I m ^T^Tc^l 

^sufqrr: 3n^jR?t i it ^rPr ^tH^w^t 

i apafr ssnRt im isawfiSf- - 



*4t? jprrfk *Ht ??to *psft qpRTsq it 

m * fcRrwfa ^r wfa ^3 “*tp$pt” 
srfq #q<n sfrtto* frrn ^r^wic^rffR i ^rtrr qqr 
fapn wwft - 

fltS^f HffRR qfaFT r FT* cf^^ilWr^TT^ I 

rfan fT *{£ rfwsft tjTR *TJfrfqdT faf?T qmJTRfr I 

sRifa ^r %qa fawufa 3jftr 3 

<=RT “qtTOT^T" Sfa fasrqqT: ^ r q^fwR fefrq 3?fq 

sr&qro qrwfrN to qmrcfr ffrfa: ('ifwf^r:) ?Rr 
ym<fr () V#t qmpft =q 
#f 2T5&TTO: ^iT^fw^TT^^spqf^TRT: I rR: IffasTfa 

*rrf\3RT qW*mft ^ t 

TOVNl% 3TTg^ TO5*nTOq npiTTO qT?TC3 l 

W—^ifr^^fvfir^H fcRJ^F 

jtttol kf !Ff to *pk qR *rferTO i rrq 

^ TO^T%?qrf$ iTTJT r 

Eng. Trans. -Pravartaka (type of Prastavana) is that 

«» 

in which the Sutradhara describes with reference to the 
season then continuing through which is indicated the 
arrival of the dramatic person. 

As ‘"Asadita’' and so forth (the sloka has been already 
translated before into English). Then enters Rama as 
■described r 'n this sloka). 

Text—i TJWf SFrmTT W 

gafft rtarW inwnssRsf^cf 3*: i 



TO qfe#q: ^ 

i 3 t«jt ?TTf^ ^f5fv^rrr nth “cmffcr 
I cFTt ?ra: J^5T-* l 

ftra i a^r rj^wr q^TFRTan^ m&i mfifapi, 

*WT%FT, Sq^TFHP sqFqTflTY 5T£5fl«J iRSHTC 3?;^ «fTRf* 

utot qrw qtsr^q 

gr-'am ^qRFT wqK®i» %**• aipj^ 3rofaFT- 

frrfh *tt^t wn 

?& Wqfa f rfqrfrfT tfr?FT*M ZTfaTT q*TO* PT: ! qq 7T^q 
Y*PT : SPT^ffFW" sfa *mrc: 3TTr5RFTT *T£ «ppf ^rfH 
7T?f: 1 

te ?ff irq^* ^q^TOfawq rf?i ssT^qq/pr «H5flf- 

*f4T ^OTtefiTOP: tfTHqm^fa^<TO 2 JTPPT sfa 37FT^T- 
fflTfasfrFT^I aqrf% ffT?P-T 5 qjwpf afrFW TOfUlZ^ 
$&&} y ^q<q qjapf, ?thph 3T^ i m 

wm -sqqTfqFfT inf^r i 3^5 fromsrPT #q°i festqiRT 
^T ?n^qW73^ qqrX^qj fHRTT 3%q*T 

5 3^R5f*TrilJ I 

% 

^^wfiFPt axcra^rf iiT'rTP^^ q^?r^ 1 q? cFT afrjpqrsr- 

mfq 1 ?h vs?\ wf{ - 

“qfei *mT%5Tn w v ^ i q^rs^ stt 

^T^iq^rf fg-qi” I qq 5t^n^T aTUpUif^R. 3pq 3qT^tjf 
*f ^3 %ft«nfc?=r fairer : ^t^°t- 

Eng. Trans.—That (type of) Prastavana in which, 
through the setting of one thing, some other thing is 
executed, is to be known by scholar* as Avalagita. 



As in the Sakuntala, the Sutradhara speaks to the 
Actress—“By the melodious song of yours” which is 
charming, I have been forcibly captivated just like this 
King Dushyanta that has been led afar by the speedy 
antelope. Then enters the King. 

Text—*fpfi: l afnqrFTSf We5W I 

ffh i m 3?ig& i 

I m wn J75TT TOPRT JPW<r^wi?TT 

T4T ^RWtrTTSfT arfrfflfTr ) 3jfa T4T 

3?f r T BfRlfa l*ET53PHjTOfa efT^TR, 

STO fq*H q+Tfftfa TF4T 3Tjrfa 3PTR5WI qT^TT^f 

cfifBRT ^Ffonfa I 44T55T*Tq q nqU* 3T5R^?f 2*P11 

5fcT ^Tf'-TFfH I 

m zzh - 

q v 4 4T4T i 3?fr 

5f<n^5T Bjinftr i 

ofrifrf^ 5TFT4 qifa frnwfaoqrq; sfefeprrfa i 

44TfTJRT^q-4 3W1 5?4F4$qj feqfqq I 

35RTO5F4H BTirpr' ( ) fqfVqq -^TT^TPT 1 ; 

T4T qqTmfaqq: i T? TT^rfa 3*fq 3?Tg*?T- 

rrf-q OTgsfri i m\ w^w- 

qf^: *4H 44T^5Tfr^4m4Tq q«T 

%q 3 TPt TT5TC4 3*fq 4 ^fa: I 34Tf^ ?E^q% 

fqfaqq, 3Upt’ d4f ^^THTfJT emfqRT 45T5PP (5RWJR: >. 



q*5: qfcsffo: 


£\s 

—‘ qr^' ’qTfsrsq fifti sreuw?! 

fair^xm: q$g iwa^’ ?fa i ^qqtsiTlimGi^sfq srrpi 
Mq>*, *T*cTgfaim JT.qfqcqT aq 33;qT£l%q a$TT ^q^fqflq 
f% gfaa: I 3*11% aizraf??- 

qJTqT^ ‘qfalTg^TspTgFsq^a Wf?qR[: qq^pg l qqtmfaOT 
«fa mi q^q^gjrflsp^ 1 3TqT^qaq^fna*mqi gfqqTfqa^’’ I 
^r^V mi? <rftttq qTqqstagqa gqjfafa fafa^q sft^qeg 
qaufaf sfaq^rfa q S^fra l 

*T?q a==qa qSTPJP ss^lfsr^ 5? Sqrq. aq «tfa q'teqfq 
qraeq qqqigqa a ivrw ?fa t faHjaiaeg su^ srteqqq. 
wteiagfrraa^ ^gg^cr q^Taaiqi: ( aiTg*swq i qqwT ^ai 
3Fivsq qq qpnfq a4T 3^qT33%q ^q^faaq ^fq qfaq^nr- 
%q^fqqiqqqq: enfqig: sq^ $fa fqqfaaaig I qaT^qq^- 
qraaq; aiggRf frafa- «ug% ^-qifa eftsq^qfsr q*n$T*i 
qtsqifq i a*qg, wm- qqi •jaNs: qgfar qfa- 

qqq: aufssrcqq, qq q fqfasTHq: 8*qfagTqT^ <£PTq5lTaT 
qH’q|TRT^ usq qa %a 3*fq qTOSftq: sufega"^ a q\q: i q* 
yp^iw^t aT£% aa vnaa a qT ?fa srfctia; fqqq fqsqaw: 
*rtacq *rsfa i 

fra ^qfelfaqteq^Tfa feyqqro: ?ft«ftq«3F qqftra- 

¥ 

aia fq;?g qq? frafq sug*q qtafqeqT aa qraq^r. aqTga: a qr 
fqyqqiqq qifq q5T?sqq;$aT qq^^q I q? ^q^qq» aieq^iq 
qfa a^ai qfe^^q qtawe* at qqr^a: qseqrqfq areqaa, a^a:, 
q^«n?r^ sng<s qtafqcqT a qq^gqa^ qsT*a:, 
«jabeqTf*reaq afeqa— 



ft ? 7&4 3 4 T 4 %— 

ij-, ^47 ftq$3f ^n^cr. sfcisq \ 

n% ^ifji rjsng qftft q^TfWeqiffcJTl 
414 qrtaftqt: ftigcqftq^T irqita 3^3^: I' 

3?fq4 qTOI^Tft 4<qf4c4T ftp44TO: fa^ft — 

l 'rr?j7ft ^l^lft 412$lftl 5«*T4?3lfq qtalWq«i ft^qift 
ftpqSo47 41235lftl ftftfqSlfqq^T^^fa’’ I 3144 aifq 
9744 q?* ^sn^qnft wn ^qwfn^ifj; 3754114 si^iift sawn** 

374*44 ttUTft q* 472% ■ 57723*4 37TOT |3J4 1 447** fq3TO7447 
57«T4ft 5ft I q^ 4 44T 44 374*43543441 374: ^$*Tfal4 
“4t^47?q^ qsjic2 T v7 4ft7^T4t4Unqqlft 1 1 

]j!u‘. Tinn^ - 11 1 • i o i'U or v.ir.et.ob of \:tJn nus l>o 
ail'lfd it - far as ]»i ,u tic.il-lo, * ‘ J Loro implies m tfio 
AiuuLht ( I'mstiiN.iiiii ) Varieties: ( nfllm \iflu ) olhei 
than U'ljJiaf\.il ,t .iiol A\.tl ip.itui will In tlo-.fi lbotl 
1 .tor on. 

To <- 

“4447745* *ft 44 f 4145151444 44T ! CTnfa&Tfa 4/454*77 
3*i 4i3457ftl I q;q7^73^4q7?nil% ^fa4[ 44*T3144 II 4414*74 
qi4 47 WT7ftTC44 **4^ | 1774734754 f44^74T 4F$ 4413144 II 

4ftc4ftsT44 v I 

7*74 I 4^74474^^’ 7347% 47s!f 22*74*T447T4f4-- 

44 4T235Tfti 41 *41 412454^41 ^q%l 444^45* 4q«4 44744T- 
ij| 374^*444 %4f=g4. 3^rf?4 4744 W4 *|Wm 34iq%4 4T 
«7T$ftl4** Wi\ W5( 37435745 44T 37745151444** 377q574*T7ft4** 



<TOS: ** 

arfq qm mi «ifq 

wnfaaeq am^sq - sw*nN»a^ smsrcsq |fir suq: i «ng^ 
HFnqqT q.^sqT T^fqasiiT W*fa*l $fe &q: I 3Rq^ I 
m=Z |faf qjqr 5n?'^q^ ffa qiq^ WWI I 

Eng Trails — Nakhakutt.i oil hit. lurt—l loumrks the 
following 1 : — 

In (Iranian, an Amuklia should l»o formed, as based 
on some u Item mo, fioni the u oen-rocm, or from tho air 
( that; 1-, -.ujipo-ud to 1 e ) In* in! ( l>v tho Hutradhara ), ono 
of tlio ( said t']*Cn -;f ) \iiiuLlis should bo med, w hereby 
the Butianhira will either rt ,r tr to the subject maltot (in 
tho bouimiiht, of tho drama ) or indicate tho airiv.il u{ tho 
dramatic i<erson and thm make bis c .it at tho end of 

tho ])tast,a\«i"a ; fl'or<\iftei will h'gm the actual 

conimcnetmoot of the di.un.i The vvoid ' , '\ustu , ’ here 
stands for tin* -t >iy of the drama. 

To t. %i fqfefqv} qfoqqja I snfeqilftqjitq; 

S1T3. qi*rf$pj5WTq*g II «ifaqs7*: q>^ l 

?i?qfei^q;fqfvr^Tftiq5Tf?5pg^q?i i 

ffa: i q& TOTqq& 1 q«TT qratrom i 

faq- i ?t<jifj2^TfeTqTR stfe qeg ?ftr 

1 ^: qfeq: fgrfqtf fjgqqJR^ qfa^qH ^ftfoqq I 
aq>: ftfewift** 

*F®fo i ^ qTOffpqsfafa «n^qTqq i qg fai* 

anfaqnfw* ’ wM m as? araft tfsjt? qsfir- 



*lfvra»T*: 312TO STOTq<?& gqTOnqft $fa TO** OTW* 

OTcqftrfa 3Tqq I TOTO gw mqTtm <?* 
S*faq>TTO#f TO3 \ Slfroft Slfaqtt*- 
TO gqq<RTO tfhCT TO pTOTOTO 
*?er sifwtffa 51^ 3q*m t to q*r «rfmfon: qfaftwq 
^ftaqj^T anfTOft^ 3*5*13 33: ctfq Sffa^Tft&IT TOPRI 
w- qH*TTO«t *T^f*3i* «?q snf^lf^TT HTO3{3 *gfoi 
STOTTO^HfaRTCq gnqs^iqr^iq^ TTTOfi*?? frrafa I 

Eng. Trans.—This “Vastu” ( the plot of the drama as 
spoken of by Nakhakutta ) is said by scholirs ( com¬ 
petent authorities ) to bo of two varieties ; ono is known 
as Adhikarika and the other Prasangika. ( Tho word ) 
Adhikara implies authority over the { main ) issue and 
( consequently ) tho Adhikari ( the owner ) is tho mister 
( onjoyer ) of tho same ; and tho story, relative to him is 
said to ho A.lhikarika. 

Text - I snsf?pspfaqto3 I 

\ «ra^faqnft%fas^ro sqq^fqfa^ nqrfirer aq 

i 3 $tt l 33 ) QqtaTfeqfcrq i 

# 

fim i 33 snfrofos q$q ® fam, m«%5p *reg f4 ?im •> 
TOqrfa-TO wftr^Tf?TO q?$3: sqTOiM^q 3q$*oHgTsr- 
to qft^feipqiqTO snsqiW aq qrafspsp 
q$3 ?fer q»fqft#ara ^ftfoqq i to 3§q stsjtttoot sfaw- 
qftafeemTO qfc efftqifqqfaiq i snfqqtfr 
&WK\ I siTBf^R wgqfTP^fjqft *nq : \ qqfq- 



q*3:qfr3&ft: 

wnt I r!?JTa qT*?ftp$$q qqi$iq$tft$T9 

ftfq*?qq;5fcr I 

Eng. Trans—A rrasai.gika ( vastu ) is that which ia 
meant for the ( proper ) ilcvo’opn.ent of the Aulnkarika 
( the eluraitoi regulating the luiim ksue ). 

That character is (known ah) Prasingika which 
h ( meant) for tho ( full ) implementation of the 
character guiding the main issue, just as the character of 
Sugnv.i and the Iiko in tlm Eali-iftiiuyana. 

ft??r i foftsq qegfa 

WTT. I 33 <rara»TRITS5|> 335101 q7?jq% 1 

qqT3T ?fa 5TT2^«IT«gT *33 ftfqq q?9 
seq**? snfemfafqfa 1 aaftift^wqqre qq^TO 5 ^ 
qqq ‘ qmqsTsnwn' sfaqT sifaqqifa q?qw« \ 
3\5qT eftq q^lSlT** rf«lT 33* @^9** 1 

stfqq %q3*i qqi%fa qsfa qs^faqrafjp^tq 5rq^ ss-eg 
stt qyftq qqfacqq ferqqTtfq i L w Wq— 

qmfW* f* qqT^ifcqftT'qqq i mi *mqftq sqfaft: - 

q: 1 1 

Text - #3: I qm3I3JTq$ qW sfqqTcq5 q*#f 1 

f fa: I qTU I 

facf - i qg fq» qur qm3Ts*nqq;fafq 3*q$nqT^ miw- 
^snqq* ssgqfa - 

Te\t- sgt*: i mm faffgqs?qfer^ q%^s?q: qgsqq i 
aim^spq *riqq qqiqjT^nq^g qc* n 

faq-l qT^fa^qr wfqqbTO qqqi qmSJTqq, qqft 
?f?r aq. qqrai«nq3fafa q^q^Rfaiqn* qfa^- i wftqfq 
9 - qqT. mw g qqTTO 3T3qqwq qmt 1 

q^m^m^q qam^rrq« ft q^i qq. ^ »?i*qqwwq 



STft^qm: 

fc'qfoqq qT 3RTSTT cWT Siq^iqT *&<\W TOTTO WtSI 

pHSjfoqTqeq qfrjq: 3nq?sjqwm ^sp 57q^— 

?m ft q^T^T^n^firft i 

Eng. Trans*.—In tho dramatic matter, Patakasthanaka 
should lie inseifcecl ( given effect to) with careful 
con&i leration. 

Eng, Trans.—Pa takas thanaka is that in which while 
a differant topic is in consideration, some other thing of 
liko nature i* presented in an un-thought of manner ( the 
said other tiling being suggested or hinted upon, by the 
aforesaid different thing). 

Text- fftf: I WT* — 

J^tap I WlfaifmtigFnTZ: \ qaiqnsaTqspfi^ 

qfNHwm u 

gfa: 1 qqT -‘qmqq^qfiqfcT q3[T 

qT?ft *ftqqfa, clj^fJT ‘ awrftqjqn ‘ qftj fqqT 

it snnft^T ? $anft I qrangqra- 

wqft: q?qtq^qT ^q^T^lfejRqT^ jpiqrft arq^PBT I 

f«TcT - I q^TSPT^nqsp^l 3*Sqft - ?5 SHUT 

qaT^T^nq^ ?fa : qfaftfa^ wfiaftan l 

? qq WRsrftq aifqfccraqsqfa ?arsr sqqiqrfaqwm 
«nfihqrqq 3^?eT «wWf%: 

qrasra* *qrqn 

wftfanfq q^JrqaiqiT^nq^ qaq. ssnri tAfri q* asi 
SpftiRg 3**3 ftfaWTO*: I cI5t q«TT 55ftq?TT«RRTZ% 



to: qfH®^ 

qfafw sst qjqqfq—"sihqn sftfqqqwgfafq^ otthf- 

fqq:’ i «rt qfqfq*> sits* sftfqqqwqlrfq («w? 

s 

qqfl%q ) VTTfqq: ?$qqT -S^fofqf^qfa^. 

qqTspT^TTq^ I 

Eng. Trans —That is said to bo the first (variety of ) 
Patakasthanaka whore a better achievement by nature 
moro delightful, occurs all on a sudden. As in Ratnavali 
when the king removes the no >^o from round her n 'ck, 
taking her to be Yasavadatta, bo (md U i.lyl recognised her 
ns Sagarika, on hearing her voice, ( and then s.ud) “How is 
it *’ my belovod Sagarika ! Away with v.mr too much 
rashness” and so foith. Here the acquisition of the 
object ( that was yearned for ) pioves moro covetablo ( is 
of better stuff ) than the former ( tint was ox pee tel \ by 
its very nature. 

Text— $sfrp: I 3^: STfeWRfee* qRTq^qfUTTHq^ I qaTOT 

$iR$fiqq' fgaW qfaftfaa^i 

ffvf: i q»wr *jsnro: - ‘^qaTfacigq: grafqqfTH i 

sqw. srqsg fwsrsaT: e»2?n r' 
5*3 ?f!5T^5Tt sftsrraqfPcf'TT^STT^ 

^q^qfaqrft ftaW qaraiSJRqqf. i. 

firff— l f§[cftq fgcftqsmm. qaTsPT^TR^' I 

mfaw «ran am qqsfar^ qq 

sqs^ 35 q: «fq ^ qqnfa% s&qt q^-^q sftaqfa 



cnfqqiqqqn i wqqq ^qsifaqnaisifqqTqqqt: qvrfe&q qq: 
«qf?qqqt «W I q*IT qffiTqvraimffr qiqT qw: 

faqtaqqqqtaqi wnaq: smiqqn qq qTiqi^i qqprfqq»fWrq®i- 
q^T fqflfqci^ f cq& I qq> qTqq qq& qq qfqfer i sfaqsfl 
qTqiqfq^qiwqn qeqq ‘'qnsqqfq^qq’’ fofq qsfo I qnsq- 
q*q*l gqifacqq: I W&q qra: smflqi^ 5*fq*nfq I 
siqfqw:-qq: ^lfiiqqf^^ qfe qqqiq. $q#q: ^feq^‘‘ 
fq^qoT, fqqi^ qqqq qT ‘» q fefeq, sq^cT: $faq fqfqqifo l 
q*qq q«]f '‘TOrarftqgq M a?qTfq q§qT*rri qqfiiq qq 
ftiqoiqq s&qt q»q^i «raqq wr qqrqwqi q»ra "qq. * 
5 ?qiq?qqq: eranfa qq STfqqqfee** qq: vital* qfq 
qiqqq*rfar qqsiftaTft fqqq^iifq qq ?fq i q* qqi «fq 
“qTqrq?qTOl«qC f?qqi Mqqi "qtafq$qq^?qfqfqre*£’ 
qfq sftq^fa: qftqwrftaifqquftqi: $q: ( wsqrfirefq sftfaa > 
vw: fq*ta: eqwu ftaqanqn* 83?Tq "qq: 1 * qcqifqqi qq 
qnfi?qcqT^- ?fq ^qq, *wtot wq s^fq» «kht: shtor 
3 fgqT STfqjj^ qpraal qqqq-qTqrqfq^qTWqq ?3l?q 
qsqfq.^ *£ fqfiq ssqfyq? f^f^qqi^ I q^ qqT— qwT fqfqqi: 
q?qT: qqT?qifq stoiwit: qg qjoftqT qq >&qq qfq i $$£'• 

I 

fqqqqqq q r a qq»TftaT q?qi qfqnqtf *fq i q^ *ta «qq 
qqf^q^q TO?qqi «fffir: spqq qq STsqq I 

firfqq[ - qq:’’ 5 ?nfqqT fqqtqor fqqqi qr qq faifq 
s&q.eqiq, i nqftit ©er?q fq$M figse, fqqfcit *&qtaTfe ?fq 

«cq*u qi ftpgcq s[§sq: qqift qsiftaTqi fesfqqiqqiqT^ 
«msqq;qT w?f?rqi®q} ?fq qqq qTqTqsqswiqqfafq qta sff- 
fcq^ I qpTBqqpqfJRfqqftfq «ftqq$q qi> sisqqqwq qi?ap- 



a: TO TOSk %% ffaa «Tfif5Wfi@e* aa: ffa 

W:l ST qww: Q^rl^: I WW 33I*TOna*W a5T*TO 

*wt Wk‘f ft i 

tjcfotm w®,.g aabrasnaaTa ska: afeaai WFa 
samaT ra a si3^TJt«n src?TfaaT saiaakaT: n* sra.n totot: i 
a*TT 8 ?cT- flfkaSTa faftfta: faa*: SI?TO ki awar- I S!* 2 WT: 
f^nneaT STOTT: SSaJT3Sl: ^3 I SW 9&3JI S?T*ftss£: aa?— 
ra a sfak TOifaaT srfesraT *j asaw. i aaT $raT. 
snroeaot faw: faasi: trfcrfo ki sr^aT: fsnaeaT 

«saT: TO*j?gn m*a ^ftrm sronifaa: $fa area, vra?3 1 

' a*3 ’ stfcsr^ "raT^ain “ran feaf. qaassi?fa 
srprarorn “sfa* 5ftfaTO3* s^afta’' raasasr afcrcn. fa*5- 

sftfan <5* a sa ?ca$a sro ?fa w^TOTn^feaaTa: 
*%as3sr a$T?* “akmfaqTraW’ arc*** a^ atani: 
sftnftasa aftak aw d^rra. gfafeTOa rakksqeiw qaarn 
‘ ^qfljawfaaaft 1 ^galaa»ai gfafwsa ( *rk§ra$a $fo <n 
aa: kk5ft«mka> akaa <*a aw* ) "ir^qfaqTiV’ 
^fa^i^qifesq—&*rn^ raat fjak' qaT*wia*n 1 «w 
aai*TsaTa*ra srwRassgiasa srafass ?can - aizqrtaafaaia- 
*$a §cakaw srfraTOT?* 3Tnrafa®Tas^ s$wla fafftm 
srfa (ffa aaiSf fafftrasrafTOn ?easa £nfa:)’ wTa?$j%a 

*naa aktfasBWts*sk a%^ *rfip»ifa sisa^raarq^ 
a/p^fa^aa fafeaa: w?aHa: gfaf&si swkksqba: 
sra agraa ?fa i qaT*T?a;rc% nfawa *3^ swa 
^rasa^n 1 sfokaTfq sia as# wfasaaanaasqn saTSTO 
sa$ain sfoasmaTzaan arcasafk^Tn an • 

A 



sifeorqqoj: 



Eng. Trans.*--That is said to be the second (type of) 
Patakasthana, where the pointing statement oonsists of 
words with double meanings couched up in (qualifying) 
adjective 0 . As in the \omsamhara—The Sutradhara 
(reads/—May the sons of the king of the Kurus togother 
with their partisans ( adherants ) rest in peace in then* 
territory brought under contiol through conciliation with 
( the apprehension of ) the war avoided. ( Tho aocond 
meaning- ) M.iy the sons of the king of the Kurus with 
their ad] orents besmear the earth With the blood of their 
bodies wounded ( in battles ) and ( there after ) depart 
for tho iieU world. Hero the words such as “Raktu.*’ 
(and vigraha) admit of double meanings or entendres imply¬ 
ing '‘blood’' and “body” (respectively) and thereby 
indicating the substance of tho maiucuirent (the “\ija” 
of the drama ), predicts {die (future) prosperity of the hero 
and houee it is an instance of tho Patakstham of tho 
second type 

N. J>.—Tho substance of the main current of the drama 
is the martial enterprise of King Yiidlnsthirn, given effect 
to by^Bhima’s ire infhmed by the acceptance of the 
second meaning b\ him ( Bhima ) that pluyB tho part of a 
now factor ( *TTq ) I 

Text- i n* 35ft sfaqq i 

lf%: i croarainfr sifasnqrarc- 

ng^'sT qaraVoi , «fcRq feSqfaHqsnsiT sfea wqem 
m tin &ibi i w fsaftsiT— 

watf-Vj vtr i *.*it -%3f ? spaqft- ir=f I 
rrsii—i *T3rT--3rT: usrqfa ? 



(ww*)-$q» qg flrftfir to sftto w. i 
*T5TT-fa* ! |*grqsq | *>sqfl?B sqiiftf: | *gqft-^q ' 

o 

«l siiwftf: I TOfaq— 

srcr tffaq Ararat tow *q^qqg » qiftq fe%aft3iT®q^T- 
fcsqfaqfqral’ I a*q |®q^qq>^^q- q^gaa'S!^** «l«rf- 
qdqmq;i 

fro -1 ^ i ^ 1 gafa ( qmq»Twm^) q>q$ i 
fe qg v qq g sfag gq q a*qfq&q$ *iqg ofat q*n sfaqq 
qqT fsasqcg^rtW <rei q TOfq$qq5 «qgi J*fog $fa 
sqTq r S—TOiqn^g I TOW:: q Sfqg: w£ qfaqiwfqqq: 
qfcqg af^fa stfqeqgqfaqTflfqqqg ^fa afasis^qi TO. I 
afaqqg ?fq sqHjmfq- *ft qTafax^ qafa qq ?fa $qigi 
fqfag: fqqtq°l qT qq: |fq fqqq: fq«q ffctTO: I fqqfo 
fqaa^oi fq«qqqeqT . fqstqoi fqqqeq qifa: BiqvTO.g, ffe 
to: ) sfgqTqgafea a*qqa to?! qqareqqi faagqgjTift— 
fofafa- fs®g* s^qqqf?qg qg qgiTi* ^q gqq gq.^l q*g- 
fqqqig 3jfaftqfa>sq$gqfaqq£aq TO?q 8*qig WTqfqg^ 
qfrq WTO s&qqsqiqgrtoi |fa TO: qg 3*fTOTqi?a* qq> - 

m " , 

q^qbfaqiq: qq qgqr qg qgi^t s^q wwfcqqg i gafqg 

si«rfq$q* arc^q qiEqftqqTOfqqqsq gqsiqspgwiTgqfafa i 

qgiqfoi q*n qtflfcSTO fadfasqT - *ftftq- TOia^q i 
^qiq: - wtaifaq to TO- qqftq ggi?a q>sifaqT 

3 

faftag, qgwi^ wfa i wfaq- to *&q: i wqiq%q $fa 
nfe TOR: - q* g tftTO^q qfil q%q TOqfaqg I 
«Vi qqgqcfq^* fasegi *fqq TOf* qarftfhftq wfaq^q 



vMm (wq g%fifRi hot ^ qe*nr) 

WIHTfeU OTqq VI* WTOWCTT^ qftqCTU* 9 $ * “HOT” 
SSOTfa ^rff *jf qq^ srofa qfa wn fl * w wwra & 
vftwqi fta “wqfcr qfa ot«it 3 fta^ftaw^iT «fiwq- 
r^l q* * gsqfsRCT OTTIfSTO srfs* ( HTWftTO *WI- 
fwisi) sq$q<wq waqq $ta>s 

®OT a* nq smfirOTq* g?ft*f qmarama^» HT*n*WMfciH 
WIOTftrTfel , HI Q ^IT-llfe^ **%5R- 
vreqfcnq «ra fafOTt nf* wRgta («nmf^T sr^ ; ) 
nqTf5WTTft5T afeir>SrqV: H*c*rfef =T fafffl: |sqfvRP|. 
OTT?ps<fW: sr^ $fa hs* ot^ot****** I 

vftsreg qOTOTfn* vig^q qqq fafa* ottoitot* 

?f?r hwt** hstht, ewT q^qmof *g**qn* 3 gqqftqqwifirfii 

h3t*t vifarqqfa i gqq^ftqrq^ qHOTBstewt 

Hft*: I 

Eng. Tran.—That is said to be the third (type of) 
Pafcakasthanaka which has got a reference to the main 
current of the drama (i. e. ^bioh anticipates in a way 
the principal incident of the drama ), which is (couched 
up ) in a form not very clear and is endowed with replies 
admitting of double meaning or entendre, and which ends in 
a definite assurance ( i. e. firm determination of the fact hy 
the man who gives the reply ). 

The word “Lina” ( in the text ) implies one which 
does not appear in a clear form as far as the meaning of 
tho Same is concerned ; the word “slistapratyuttoro- 
petam” in the sloka means which consists of replies. 



W. 


Intended for ( the conveyance of) a different idea but 
capable (at the same time) of bearing upon the main 
incident of the drama and ( the word ) “Savinayam"’ 
stands for what is effedted with a particular determination 
or conclusion, and such is the third Patakasthana. As 
in the seoond act of the Yeni ( Samhara )— 

The Chamberlain—your Majesty ! broken. 

The king—By whom ? 

Ch.—By Bhima ( by a terrible or hard.. and also 

<by Bhimasena ). 

King.—Of whom ? 

Ch.—Of your Majesty. 

King.—Ah ! What do you prattle ? 

Ch.—( with fear ) your Majesty ! I say that by 
‘Bhima (a hard gale or by Bhimasena ) has been torn 
your. 

King. Fie on you ! you old fool l how has confusion 
( bewilderment) come upon you to-day. 

Ch.—Your Majesty ! ( there is ) my bewilderment ! 
it is a fact (that). 

By a hard (terrible ) gale has been torn and thrown 
tipon the ground, the flag of your chariot, as* it were with 
a cry, raised by the ( ringing of the ) small bells ( attached 
to the same). Here there is an anticipation (of the 
principal incident ), in as much as—the topic iu hand 
bears upon the same in the shape of the breaking of the 
thigh of Duryyodhana. 




\\° fnf|3iqqq: 

Tcxt-^U SWf qqqfq«n*i: gfeq: qsTsqq^fiw: P 
qqrqmfa*#ft qqwiqqrqtf i 
ffa: i *wt 

g^nftf^fe^T&TO^c^ sn^s^w 8?on- 

sratamsaifam wrqqf sndfir^iTwq 

q*qq ^qfqqTzsn fif pr^s^n: spftqTfqf i 
m VTTsqq: ^fqg: I 

fac?- \ q*g qgqfasro. sifaq q*n 

3afq^q^^T^Tq^l ft»*? JW: q»Tsqq>f3Rr; fcfasg: 
qqTqwteTCT&<ft (q> ) qqqfq^m?’ ?fer «Pqq: I 
qsnqTqf?citAsft q?qfq ra: § afaq &m i $ »nA qwr*? 
gjq r :l swgq** q$T5iqg qqqfq*qra: qTqqfasaiqwl B 3 
^T5qq>f3fcT: gcraRptm qq fqqfor.—q g we*qi;*ri^q * 
qg 5T«7Tq mfrqm *T$ «7sqqr WZ&p: ? OTTORt 

efissg: g qq ffeg: s§sqgq>: i q%q «iSfsf «q srcg<i 

fqw. (qwf^ftqq:) s^fa-igafaq g wrcgqfiqq: * 
a g wregafaqq: mi ? sfqqfir -qqwqfracTqpft 1 

qftqg qwffg^qjaqfsRra: sifei. air ra^qr wfa$*q 
qfi[ *? qqqfq«17B: *feq®sqq fgftfaq WH $73*7*37 
ftqqq qqqfa-qfi qgq qen$Tqq7q$w eqTg ?fir wq: i q*n 
wrrqsft qifiqjTqiq-i^rNqcq «^^q. 1 qqrq>qj$f®$7* ftquifr- 
qfqq flRS'EJWfflq «7fq*§: sqa^qrm: $r*nqre7?q: wrmw^ 
wa^qel! qqqqnr ««nw qTftfqq gpqH$7fe$t fqqi q f tq fosf 
sn^JWiq *$mi TO7«ftq<7?i: OTiqrwr: OTIWUL 



m 


TO: <rfiNN: 

sra^afo*?m****r*®aT **m sc**h* Ism: (msa* 

gaum:) pr s>afaarc$$ifa sfoaifin s* fisasif* figsmf* 
s^%5i si* m(! am s<fts si* a *m*@aT fa&aafan 
saqa fastasm** ssaafc gaa^ls stgawmg sm aarst* 
sn*sm gaafaatas** ?fa sm *s*a% fat i steastsrTfs 
s?5l* sfa st ^fai i wfif <?a <** ^ts: s*ifa*, i 

sa’ sfcm* "ms**:’’ sisft sfasafa safosm*: 
si: f**m "gfaa.” mfaa:i a*i% * < 3*mgsfssr--fi 
faiaSi: fasfaai** s?aT** aiflfaa - ?caa agsg aglfsa- 
a|a amg aaiaa sfeaai *a: aias: a***: aaiq. "smibt 

sfeST ’ f| festaafefSBf STr*?f* i 3**% ) S*fqaf**t ST*fw 

sTs*smf§s* **^a p*fa as fama aisaamai. gs sbr* 
?*$as sfrofa i sa: e*g*.** sa msft si gfaa * fa \ 
sm agiaaTSTsrrasea ftiiassto s*S3pfa*g 

< 5 masm-safasasTf*gftsaV asTsafar sa: sfam*(«ft 
gpafmais: i s g srsaatfsa: aa; s mfesTaT*. aegrn sis’ 
ss*a;:-a g i am si eftss*. *fe*a*ra: gan$>* 
si* sarasaT^tS*** sasrfa f|atl* a Cassia sa* 
mfesrai: **sfa*a** msaissmftsTl**** ^aafa saqa 
sa arnmafaro^ft a aba** am*** mfemaT. gsafaaii 
saf?a?** smasaigsmg sa?** masas«Taftsr^a*s?-~ 
faaa** srftrafa s**fts sfa sts: i *g uaWs 
siaftsr - gs*sa** <?* as* rnfasrar: sm*ia c : sfa sa’ ? 
gmfa wg srons mfastsss si aafa - M *aig?T*n 
tots* mfasr gaamn \ saaaa %atsa»T*? |s*reafa* 



aftq:"—*ik 3 q sraft ** m*Am tfter qqrqqft<^*wiff«q 

H i l f r WW T: OTTOT: qifaqqqT: *3*1^ qq mfiwniT: »J8- 
5fftqT«m l qaiTOR^l qq WRT^^of fa gq *m 
wifasg qN afqT-qqqTfwtqqiqq^ q*n wenfa WV. sts*- 
qqrg^eq qftqftqresuftr wnq^ m fafifa «fq snusg^q 
(qsaunflRT qfa *nq:) *rftq OTiftqwrT m qurqqfaqilq 
qftspfaqfaq: qqqfaqq fafta: faqqraiq: - «rorq*ftq q*n 
mm&fr* aTnfwfqftqroqq: qsro: a«n fa q qteqqqT- 
ga*q ^qftTO®5ifir-aR»i??qanf^: qgsq&qft *fa wrVii 
«w qqraTsnqspqi g sfeqqTq^ q«*t af afis; 

qa srtefa qnqsqf^TqTgq^ qqq q qq«^ \ 
qg 'gr3m c q^qfir?qi«: efisssc” qw%q *nfa qgqqqwiqnqifc 
^®q«3fTTO aromai i qq q “qq: qTftaqfeBu’’ q?m 
ftekqqransnqfcrfq sSsqqjnqeq qqtaqtam-qfif swhqq: 
$q ? “qqiqisi^Tsfq\ q?qSlq qq ftqtam qgqwaq: 

qfqq: l qgsf ° g s&qqs^q wf'q TOqapq q^qfaqifiqi 
wqfq: fqiqqqi qe* gsqYa i ftaft g q *psjfqqra' 
q^a a$q feqfq srqqiq s&q?p£q OT r q qsqfl 1 

qqr ftaftqi qqjnar.' qq>q«Tfaq g?:’’ q?*nftq: as qrcssq 
qatifam' g gftiftwq qrairfato; i a awwi^qw r q 

q qqq&—qyn& ft aw tfsqqqf tg c ^r ^ftq&qat^q aqf— 
ftq: gfiifero aa^Tq qq qfa ftafaqgq«ftq q: qqq-qfa 
qqmnqTft qfqtft qm*»TWTq«BTfq I "qmfqTO «nfqq>s. 

q f «gyiqnaqq(,qtnaiqqwqdMir qmnqqiqaqc'—|ft qror- 

qqrqqfinq titfNf: awW qqftfaT qqqqqdq>T$m VffNlC- 

«W qft%q i 



v»x 

€ng. Tran.— The next ( the fourth and a very fine 
one ) Patakasthanaka is that wherein lies a statement, 
admitting of double meaning or entendre, inserted within 
( the body of ) the drama, ( in a befitting manner), the 
(said) double (entendre) etendre being well balanced 
referring, in as much as, to the main current of the drama 
( which, it thus anticipates). 

Thus in the Ratnavali— 

To-day, casting my eyes upon the garden-creeper 
which is in blossoms all over, and (consequently) presents 
a white spectacle, having (thus) set to opening, and 
which exhibits its fatigue for a moment, due to its being 
instantly wavered by the breeze, the creeper that coils 
round a Madanaplant, just like ( upon ) a female (other 
than Vasavadatta) that pines deeply being seized by 
cupid (i. e. overcome by Love ), and has waxed pale in 
her complexion that has set her on to yawning and betrays 
her lassitude, for a moment, through constant drawing, 
of ( deep ) sighs, I shall certainty render the face of my 
queen ( Vasavadatta ) crimson or red with wrath. 

Here is indicated ( anticipated ) the incident jto take 
place in future. 

Text—1 trarfa qrorttiRTfa 

mfcf qWWRIjyilVl H 

ffwfc qsft wft r fffficro; ti 

itoPWl fiiPPWi *lf® 

c 



iiy w r fi g m r W 

fsrfasr amjrarSg •ii'Wi «©*f mfagg ssmfa wfcj 
«r«mipf jpiJrffcpnrfiRPratos arfa mrftt jgwSh 
*mre?i j «iid«(i{M : ^trora. gjfrsfa gsncftr wfai mn«ram- 

WTOJtf •blfw'WHH I a#? -«icyiR. 

sflr «n^n: arf^pwRuagwifir mp i ?m smrcm *nt5*gw3* 

=agg ?5p%g snHratftr, annra^n^ 
sg« m 'rarewrc«sm atewn^ stf^t i 

aspji^t' 3WUHftstfa ajfig—“ntp .... ^ TOmW^J 
faw i (nfam) afford fo! aaffor” i (armnftr^ 
jn^wreq, itejm am fosaro: rm gmiffo: Wl«- 
mf*r*Oi am arfoorrfafWfo dtaftmT: Hjwffoq, towt- 
mpmq. amm MUram amjraaPr smfd sfa amwamftm’ 
sgwj-i amra' ^w%—%ffo aizwiwaOKiK: arffo- 
aar—“gaaNmrwr sffo—5fai 
dmamiem: a a ^ffomfcr i aft ffo. rmmn?nu 
g«i%—"tmm" agfspircurfa <mrarmR«Pirg “armmg- 
aifowmC' adfod* arfa (qsag 

53wV) “riMMWlV’ aplfarfa WHWHWIiHIH 

“*rffog. jpfmg • “gamitf’ snrnmrgi jrffcH 

iftaarPr am aw arfa spftm mm. 

ffaam: i 

Eng. Tran,—These four Patakasthanakas which, 
on some occasions, indicate good (in future ) and portend 
evil on others, may be ( used ) in all the sandhis. They 
( i. e. one and the same variety of Patakasthanaka ) may 
be repeated (i. e. used more than once on different 



11H 


occasions ) in accordance with the desire of the author of 
the drama ; what has been declared by some (authorities ) 
namely, that they (the four Patakasthanakas ) are used, 
one after another, in the four sandhis beginning with the 
Mukhasandhi, is not taken into accouut (tolerated ) by 
others (i. e. other authorities) ; it being ( perfectly) 
legitimate that highly agreeable as they (the four Patak¬ 
asthanakas ) are, they i. e. all of them may exist every¬ 
where (i. e. in all the five sandhis of a drama ), without 
any restriction. 

Text—*sR: i ^ «l^ itTWH IWm I 

fftni eigfoR sfawjj. *rer, ark m *rfa*re:i 

^ Wf fa: l 

te— I Xiwft? ^Rsilf«R ffXT gwpfat. 

< idealistic ), OTT XHsHtta ( realistic ) =? i ati^^ui trsf 
hww ^rteft^jiresR W*r ^ft gq xr aKiitfltiShfriR 

rri Rti^ai^faiRW fftmR 

stTW RfifaR RR <IR Rot stmt qgt l fo l ffa 

3tR5W sift: rri srrq%sr Wra -tp atrxteR xr xw 

m RRR M'fiMfsq , *R 3R sraiRf Rtftft 

»n^:—5WT 5R X© WH. vm ’WlflfVWRMR 

rr rr— affcR# tosr x^j atgxR 

xf* ?rrRR anfrftr? rrPr gR farfaftx *iiR— 
elU ?R rtRSR *R[ IPWfat TftRTHR Wf^R X 3#€- 
ifoR RSR-«rt 9WXT ?R 8PW aRSfo 



5 WW 4 ^ mjtfro<u cRflg Wf siwi wej. *w sttw&i 
*ih£ms. aw 3 wftr BRor^r- sejer stwswita wi TVfti *n 3 = i 
* 3 i rt*w bwi spwiVu erfaw-s 3 twwfowi *wwh, 
ftwfe tpr* 3 aw s*^t f*ra‘ sn# sw** 33. 

t f aifwa i j^vi fetNi aqTm w rafe s^p qftsruw 
isw'si tJ33. 33 “TftSjrsR” |3FW 3^1^nt "9RT3t 

iww<)<’ ’ tww sewf « 4 i+r=(«ft»pni^riW^ 

«W«fU3 f & tflwfttVd 31# <1333133. 8JTO: (?RT! 

«#3) tpH w - ( b$ 3 Jrefat) ntHftswi 3 ?t3R 05 
331 3jfW«P <313. 331 v( ^ 3Rfm $33 apTO^H 

tp’ 33 . 33 «R3 fossf <313 3#r «ft«3nMHH, at amftn 

31 jwwl'fl «iH.— hu*TRvi 3«3 Bffi# 4l«rt«( 33JTf^fl5V3 — 3 *3 
# 3 : q«H 3 3H*1 qlfrBfc 33WP l ep* JWlf #3?P 

Wfftt-"3ri^5* 33 . frw. sstfasqwrsfawi i 33131 * 33 $- 
#313 3 «ftsr wtHH” i 33: “srrft ««i«fcn> sftfa jrawftp i 
331$ talf fat" 3 $ 3 ' qftrtfl i mn<t $3 *ef%; 333’ <333 

3331 <>3<13#3 ## <F?$3 33.1 W3ST<3ftt 3$?' IptfVs 
«H# 3J333331” f^fV3*31##3W, 9n^3% ' 3HI<4 - 

afrtqllvtw.il 

Eng. Tran.—What incident is improper for (the 
character of) a hero or what militates against some 
( particular ) sentiment, Should be avoided or depicted in 
(quite ) '« different light. (The case of) an improper 
Incident is the assasination (hilling in secret) of *Bali by 
)gama—which has not thus been stated in the tJdtftta- 



<V£ iv» 

ra»l»va; (aod )io tfea Vfcactoqta, Bali oM to kUl 
Ram# but was (in his turn) killed by Rama (himself) and 
thus it (the said incident) has been depicted in a diflfereut 
perspective. 

Text—*TT apnwk ^ mi m 

* mm ft flgqrfl pH n wft ^ fam mm 

o 

ffrfj 1 ^rr gsrfam i 

m - i fr*n*r. i $r =* tot ^ 

cm 3^jf 5 IW 

cWT^WI%— 

i >/^sfq —^^4 * ffcm ^stw^ar- 

ftrftr^p i ^13 «t ^TTTr faw \ 

^Tt ffe W$R*i ^ ^ ?RL 3?B- 

5^ «iiapwft!«Hiini <R%sr 

% 

jto^i bjtoi, « g?j ft m wmn ffa fflfrw fti «fanft 
ftwre=-sn wr a?*3 « w &fon anpr*t swr'ftgn, spfrmr 
««nft "sniPi wtga' ^mTftfcnsw" ^ift-ti tfKwftt »nft 
« 9 B tenft aflp&at a^rftr^n fafaarfa aratj* «firar «f 
wfttMirn am m rasn toi awviite mir trajrai 
jram* afftror—rare? tramp'# 9% yftwreto m ■Kitii«d<w 
tfafa §'raat ^ w ^ fipBrarftrar H- 

3®?^ wnwrar^ntj'1 ftwa*to ttwR arffeftra ai fi^sr ftmn 
rara w? t ipf m awr «rw ftwn ijaftwifatft ®?fa 
gft^tir m rawt, mmiim f«» «feto wiWtofe TOjmfc 
wwi«i 5pjeftw?nijft(V t fftwftwri trail! mm& 



lie OTffcgWTOi 

HBPftftra' ?fa> SflS tHBtefa- 
TO^PT^rm: «w tet fate I ?WT snfafaST—?fa t>jte 
aften 9ffa =3 mjte i: «srm 

*nte stem,. fate^ i •roifa ftetfwawwjf tte 
fWfli<i, siiwjji'h te^.H. w ^sRnnsfa^arrM 

«fa et^nfatro w, 3ff*R ‘^jifrftn” 5 WTfaHT faftr- 

sinTmui «*tt *tt ate wm*. aft «twwnm raf te t w. 

8Wfa#TOPtIH fasRWWtef 3Wfa 3R55W1 «T sptt 

teT ffa *TR: I 

Eng, Tran.—What incident is not to be inserted (i, e. 
not prescribed for delineation ) in the ( body of an) act 
but what is intended to be described (as a necessity ) 
what incident covers a period of two or more days exten¬ 
ding up to a year ; and what tale is an extensive one 
(even though it covers a single day ), should be indicated, 
by wise writers, by means of Arthopaksepakas like 
Vishkambhaka etc. (to be enumerated ahead ). 

Incidents not to be presented in the body of an act, 
refer to battles and the like (as said before ), 

Text—te>: l 33^; 5RL 1 

ffris I 3^’fa gfatT— 

anpstft te *nte tete te i 

tpra ^'teantefa wu'pte ^ % ftwiw 

wttem, % % tefar h 

fatRPI 





‘m 



ftra—l ^ “*JT =* 
ftc&ta «re *tpt^ itfr 3?Ww 

q* U*TlWnjT*mdTft5 3^5 ^ 

friRTrf^ ^rf=rT ^rrfa ^ *rqfrt arfcRJ ^ 


%* SRST^T -{l<£$tfc^ fepi ^fPT/^ 3rtf T5#r - ^ ^ 
ff!* 35*?3 ?fa?l?RTT. 3lfa% ^ «BT& 

*fafelR ^RT^rfe’i ST^RR cRC, *33 s^T- 

T^Ttf'TT TOlsFC TT5f gflif *fafed3 f% f^T 

3Wfa£' T%: SRsfam sfa *fT*P I TT^^ TRP3 %fPTCr- 

gfawfa T&wfa—' ■3tr*” faffp* f^-‘g^RT’' *fw#i wcfcr- 

3T3^R5T*WFT 5f^fq5T^2I^55t% |fH *TT5f: 1 3 ^ 3*5fa : 
3% 3jf% yftor fa^RRT^?^^ ^nf^ i 

d _ ^ 

Eng. Tran. What incident has (actually ) happened 
after ( the lapse of) a year, should be taken or stated as to 
have occured within (the compass of) a year. Thus it has 
been asserted by the sage what has occured in a month 
or in a >ear should be inserted at the end of an act (i. e, 
in one of the five Arihopakshepakas) ; but all other 
incidents that have taken place after (the expiry of) a year, 
should never be described as such (i> e. should not be 
desbribed as to have taken place after the passing away 
of a year). Thus the incidents such as the killing of 
Viradha that happend during Ram's exile covering a 
period of fourteen years, should be indicated as to have 
happend within a year, a part of year, or a couple of 
days and the like, and thus they will not militate against 
the rules of drama or dramaturgy. 

Text-^re: i fcmraft <Kiaf‘ Jrfi^fcrtTORt I awfq- 

dq4tatan«4«f famuli 



ftRT i—^r. «psf‘ srre^Nft mRfr t^r 
otrj^ ^ ?rf f^nro% 5 tfe^ %rei 

Tf^rimFt ffrr ^ 

f5r fo*. 311R 3tTwfa-5rff sfe 

3T«Tfq$TO ( cl^^tr ^ ) I 8?$*E1S5< q^fllfH* 
f^TRf rf^5Rl<* *fai|: TPW^I 

3T#T^TWm^fT^ T^cR^fsR^f cTT^T* *fiFq 

qf^OlRT TTqT T^ ^TIT qq rpT 3|#R? q% qtJRR^ 

^fcT STOq: I TRfrspq^ fftRRq 3rp*fcn: 

^r 1 apT^r vjf^rji 3T^^in^-- u f^TO %^41-^cffg^ r 

qffcfif*TO 1 ” 

Eng. Tran. What incident is said to have taken a 
(complete) day for its consummation (or completion), is to 
be described as to have occurred at the end (at the decli¬ 
ning part) of the day, by means of (one of the five) 
Arthapaksepakas (Viskkambhaka etc.) after having put 
an end to the Act ( on hand). 

Text-* 1 ^fH: l % ^ 3T4tw TO TTt£— 

3c5t$: I 31'4fa3f TO: T3 fosRWRiSiq^ I ^fcHl^Hd l'dsq- 

11 

ftpT t qs^wn: ^ 3?#Rf to: I % 2T4T f?TOW, 

sdm*’® cfsqr =qfro m sfa i 

$m*{ ^qf^rf% stmfrd tot, q ^ 

TOqfti: I 3Rk HqRTT- 

qzRftfe »i#fJto: qqflrftwrm $^f<WRi** sftffisra 


“fo*N fMN ^ ^ ^fWR 





SFm TO srfTOT W* TO TOtwqtf 

«rcgfapr: “?r*?T TOtTW: ^l‘ TOft:” * W^i I 
*& “Sftti ^ ^ ^ CRI 

a?#re?q%^rrt g^ qfe^' q srarofetTORi 

TTn^ftJTR. TOf^T flPffi ^ apjfa$rq% 3TOT- 

TO* J? *TO 3Tf^T 3 ift^TO cfSTT SI^OT ^ 1 

arofa: teTTOFfr^q ^TOTO. 3^33—TO *1 flfcf- 

iffiTOPn* ^3 ^Tf^rrf^r ffa wt $ctt i 

Eng. Tran.—To answer the question—which or what 
are these Arthopakshepakas, the author says :— Five are 
Arthopaksepakas ; these five are—Visakambhaka, Prave- 
shaka, Chulika, Ankavatara and Anka-mukha. 

Text—i ^cffeRTOHi *,qm*T fa#&: I qftfHT- 

3?ttoi¥ 7 tfro-* i ^t qm+TO. 

TOTOtfaq: I 35 : ^3 fl^Tqf ;ftWTOI>frTO II 

l qq TO Wo5$^«I \ 

TO TOf-TO^ ^Toj^TOTf^r I 

■f^RT— 1 ?r<nft “TOfbro^r 3 gwTfa«re«foT- 

I iTOWTTfa 8RfT|B5(f%Jr: friFTO IkWT 

^rlR* TOrfTTO #3TO#r ffo f^k TOTOcft- 
igaSTO:-*? q TOft STO* suftfaq: 

q WRt-5iqtf«td : ft JJ'TOT sfr^T ( 3?q^f ) qT <TT#q I 

3&T TO3 Sft«af 5TOft fTOW 55 : W^. &$f«WW 
qft q TTef tn^tJi, sq b^rt jpto^to 

TOIUIHJ, §TTO* ^ q*3R«oft^T*mJ* TOqtftRP Slftpftq? 



^ b fiw qffolfww 

vfac^ 2ffa g ^ffaqr^ffifoTcP I (T^srpTfa- 
*PTO^«fs4d: faspw *$&: — to fafaTO^TO^fifaTd: 

Affaforfasr 3*pfr&K3 to tt* 1 TO^-*mr 

jn^cfrfrT^°i>i*k«i ^prti% i 3 ^ Tfag qvzpr~ 

'Trt'JT 5faYf3fd: fasfiFW I gfWrPEf £3RTT TO 
TO% »T , 3J f ^T 5TOT%*T TO «Rmf«5%?T ipfrfad: fafifiTOJ: I 

^t *rm#n*( , —5m ^t n°r 

W TO*Wgfrn qrof smqtfacft far^^w 5 ^: 

TO*. ?% 5?^% vimfHT^teTRfqT^T: I sftWJ^^fa tp* 

<^I*.'Hsfr “refirnffl: 5J5:” ; q*‘ 3**q sfaT^t srfw 
^fFT TO% TO 3TO3P9 t^lft 2fal ^ f^T— a Tfa^ gmVl 
5JST sprfa” ffa I fag a 3TRTqi*q ^fad” TOfTqfa 

aHJ^UFfr fkt'Ti+vj&l Bfcrzm B I S2RTT to toto- 
mfeOTTgi 

Eng. Tran.—A Viskambha (—ka) is an indicator of 
that portion of tho* ( dramatic) story which intervenes 
between what has gone and what is to come, ( i. e. it is a 
connecting link between the past and the future incidents 
that constitute or form the body of the whole story of 
the drama )—couched up in brief words and set in the 
( very ) beginning of an act. It is termed “Pure” when 
played on by middle-class men ; and “Mixed” when 
played on by one middle-class and another low-class man. 


An instance of *he former (Pure) is in the Malati 



TO: q’fc&e W 

Madhava wherein Kapala-Kundala is in the cremation 
ground. As for “Mixed”—it is in Ramabhinanda played 
on by a Ksapanaka and a Kapalika ( •ffaq'i?!) 1 
Text—3TC~5!^TO:-' 

I ^€TS^TtiTxf{iT I 3^g?TRl- 

$q faGET¥j%qsin 11 

^frf: I S?q SffaTO: I 3tJPTT*T^“ 

f*Td— l 9M314/ JS^qfrT—3^5qTffT^JT= *l*+fl<c 0 ticJL 

^^TfiT mfff+nm i mv- wm i 

31f^W=5Tr^T™T t qT 3ftR: STf^TClfasTST 

TOT cRT q?T BT^T^ «fR*l 

iffan, WA SRTTf^r! felRT: rjrfrqv I HTf^IWT- 

fa^T 5rmT55f^: sfmmWfifrT: WPT * 

I Tm irraftqsm faf 5TT^ i ^T“ 

wro* crrqr^r^ *tt sfrcr: «f imte ctct araFnra: 

3?;pf: qvif ftfatfapf: smqj: qT^: i ^ 

5^RR3^<roirq s^fas: VFFi: qqj qT^T*. I 

ct^rrfW*^^ mwPr ^ ^ 

3TRTR I ^^TWTTfacf:” 

5PRR» ^SJWtfa I tfb BJ^[ 

3T3rf&fcP—3T?TTrq ^ WTT TO ’ ItTOTfR 

JTrf^T BrgPrf^ I 5M4K3 ^yMl qqr ^°?Tt 3nfFT?T?*TT3% 

amzmm ^ 

I qKrawrdft fefmfi tTq^ T 

Eng. Tran.—Pravesaka is to be known as played by 
persons of inferior order in colloquial language between 



IV* q tfiwwfa 

tbe two acts: its other characteristics are the same as 
those of Viskambhaka. 

By the statement “between two acts”, is implied its 
prohibition in the first act. An example ( of Pravesaka) 
is (the part played by ) the Rakhsasa twin in the Aswa- 
thama act or third Act of the Venisamhara. 

Text —I are - 

I s* ^toiT I 

?f¥\: i *reT eftofi^r - “() *ft tfr 

shrrfopr:, to=” 

ffcr^r^qrHf': ?jfireRi 

fire— i ajjrreruref ^tot ssrefir IVnJtyfr 

( curtain ), f fH sprOTfiffiT l 

?re tfre; airfare: sretorep arrere* q=f ^ 
arefipre-* qr^ : arere fitore^firere •r^nfir 

tom i ^ qr43 f’ 

resfoTtom v Tfir^ :: i to mr- 

$Tto *n ^torer** aifitomi 

qrrereR. 3Rin& 

totom. «tto:—w TOqrefiwreR- re^stoRP- 
^rtorefg firffrei i ^fiwr re*r sr i 

wf-R <?rere ^tctoRP# 3retofip ~ ^ tor 

^NT ere ^tor ?r mu ^rtoPRif 5 ^ ^reto 1 

^ffqnrFTT: toffW trq it 5 ^to>T WSre ^ 

gfsrtorei; arreo^ swfNfir— 1 ^ 3 H^rfintoft : 

aretofe:—ar^r * sftore “3 ?kn«w *r% *r” 



m we® «#, ® ®?mm «sk; 

sr«mr®%sfr vn§' mm ,i w® 

^rnfcT# ^rcdk^dwraft 3 #—3lq$j 

wwj§ ^R^fH i awT~ 3 ffr tfr ! wrtfr r m. 

^nrfcT 

$T 5 #sfr 4 sft ^pifH* ■fasrfa *#wown \ 

fa^cTT JTg'T^ 

W^f\ ofrfiHf I 

Ijm q^l4lto: %fH ^ 9TKT—TT^W ^f^fH.» 

snw^ft fg^i^i a#-( ^r r 4 ) 

fl^TWTCT: » (fRi: srf^Rifcf ATT^RT ) ^qTTrS^ TOf^lOT 

wwfa&m, 315# i 

Eng. Tran.—Chulika is that which indicates (reveals) 
some incident through (the agency of) persons behind 
the scene. As, in the beginning of the fourth act of Vira 
charita — m \ Behind the scene ) Oh ! aeronauts ! (oh ! 
you skyrovers! perform the auspicious f heatricat 
actions and so forth ; here the fact that Parsurama has 
been defeated by Rama is revealed by persons (that 
remain ) behind the scene. 

m mv*$w — 

Text—33ft: i 3t«jBF% ${*ra: MlsfetSSWlfaflPW: II 

^dlfil’WtxWlSfil'idi? WT : II 

/** 

i «mt wni top sfap TOopsnssn*- 







fm—j m ^ 9mWw qtstotc sttrt sftpg: 
S3T& I ^5Rfr W; 3Tfaft TOf ir TcRia % 9P*T1^ 

rT«TRT^ <TaRN| |W %g^5^f#|T: ^f%: spftftRf: I 

-*n arwfosrq p a#^r: ^ arecfhfc snl^^i i wf ?tpp— 


TOTP 31 ^, ?NT smfafl: 3 ^ 45 ? W ?flj ! 

2il^c5T^r: # ar^siq qtqq-fa, =q 3^5^: q^Tf 
4yi*«fa 31^ qsri: 3?#T^ 

^ ^q^ri;: q^wn^ 3 ?#*^g- 

a^fMfq 55 f 5 TT 2 % flfctfag: W ?ftS«ff m TC ajfrarc: 


% fa tfsif Ti^fa i 

Eng. Tran.-That is said to be Amkavatara.—wherein, 
of course at the end of an act (i. e. of the previous act) is 
indicated the ( subject-matter of the ) act following, which 
thus appears as a part of the same (i. e. Ankavatara). 


awwfttftesft 

^rr^TT qrjpq ^RtTT^Fti 3 jfr flWjqfa 

y^iUH' 1 *PTT—wfcR&ni 

m- W- 3 Tf: Sfepp 3 uq atlTOK ^fa ^JFf: I SffiqRflT- 

c 

•TPSTT m 3 ?#T^qro 3 Tfa>TFFT: 3 ?jfbjfr: ^ 3 ^: 

TOrff 3?i: 3T=rarfrf 3pfV4srfe l zpqfT STTf^ TpTTf^ 
q^: tffacf: awfq^TOJ OT trq 3 tfrfwq ^ q^ng: 
Sfqcfrq:, q g ^fP I R ra S^fa I 

^TT^fr^ftfcT JT^qrfrt t 

Eng. Tran.—Ankavatara is that which is indicated 
{revealed or played) by (dramatic) persons, at the 
<end of an act and which connects the act following, as if a 
part of its own. 





As in the Abhijnana Sakuntalai*v-it is indicated by 
persons at the end of the fifth act, The sixth act appears 
as it were, a part of it. 

Comp-“3TfRT>: 

Sr^fr arfRard^”—Bharata i 
Text—ffcj: i 3R 3T^5pR— 

^ l RRI l*i \ 

ffr|: I ?mT~4TT«cfmiq% WTTfT^ 

=q 5 mK 

f^R— I 3^ R&ftlH 3^ BTfRf SFRqR; 

^q^STTH. a^ERT* ^5f SRRT RR---TT$fiw^T 

3T1 HRqnj. 3?q^qRL stirth ganfaqitf gfW rr; 
ifh *TR: fR. u ^.qg*=R” 3Tlf^ ^ qfam 

*rti u 3FT?n^‘ sgf?2 qf*T qr fWrftn q*5R imft- 
^fatfTq% v qfa 55&?uiRRi* ( q^ qsq fq^H ), 
«n«d«bwi g?R : trq jtIcihkj q^g cfqq 3?^g% gfqrf Rrfq% 
^nq: I 3qT£™T apsrr qR5cftaTqq5TC5RT 5fWflR I 

«famsfa 3 T%*?m ^q w* *m #wfcr i to ssrtt- 

r* g sftqq#r arfRi s*rti *mff cRT 

qluk rcfr sTRqTrR 3 ^rrc. i 

q*’ qwr% TO fqftRT* i ’•r^to 

3TRT qfe sfaro sfto wrfkRi^ wiwt%i<e*i wih> 
wm fafwu * fq^n^ ^r*r 
emfrqqfcl < 


Eng. Tran.—That is said to be ankamukham wherein 
is done the summary of all the acts of a drama in a single 
act; it is an indicator of the very seed (dfor) of the drama. As 
in the Malati-madhava, in the beginning of the first act, 
Kamandaki and Avalokita indicated in passing, the sum 
and substance of the whole story concerning Bhurivasu 
and others in whose roles, actors are to appear after¬ 
wards. 

Text —m 

ffrP I 3jf q$: \ 

“( srf^r) otpt- 

•TRTfW* i 

rPi *mpr- 1” “era: 

^p r fgFdT 3tfa%T grpspri^ 

«rrfW\ wtigw^TTOirwRift i t 

3 ^TcfT^R” ^TT|: I 

i & *m' “wf’ W 

i “8 tt” smr m ^ssgfcr m fireen i erfRr ra 
BTfRfTTOH sd^re: THsf: fa n iffl faff 

W«S8: W^IaftstWFI 9WRI 

tprcra; g Bww «nin‘ qftu flrfara ^ 

waftNdidsvw;^ *fa&: i 



TO 


ivk 

3^ vmti ?ffa “<R: 
5mrfV <$«rf$RT«I 3M $351%5fa W12^T- 

'tt^o? a«n wj ^qrfe^r *t% grpnrst g^- 

3?f»? STWST ^R 5RJTCFRL f*t foflPfan 3|iKTWf*rfH 
awmm i c r‘ qfaw ^ r«5 3 #$3era 1 3 ^ 
St^R* ^^01^ ^i^Ktrr TTcf 3T1TOTO 5559^ mf 
irni$Hr ~«rp 5hxR sTfRrfF TTer fosm i ^tst 

3TI3PR9 rt^ 55^0T 3!$Mr1 |>uh JfTFrfwq^ 3Rigw* 

*fclTO?U 

Eng. Trans.—Or, Amkasya (Amkamukha) occurs, 
when the subject-matter of the act to follow is indicated 
by dramatic persons at the end of the previous act. 

By dramatic persons at the end of the (previous) act 
implies “by dramatic persons, that appear at the end of 
the (previous) act ; as in the Virachanta at the end of 
the second act -(entering) Sumantra—The venerable 
Vasistha and Visvvamitra summon you all (together) 
with Bhargava. 

Others.—Where are their venerable selves ? # 

Sumantra.—By the side of the King Dasaratha. 

Others.—Then we shall go there —Thus at the 
end of the act, “Then enter Vasistha, Viswamjtra and 
Parasurama", in this portion, the bcginning t of the follow¬ 
ing act, in the continuance of the conversation of Sata- 
nanda and Janaka, is indicated by the dramatic person 
Sumantra, entering at the end of the former act, and hence 
here is (a case of) Amkasya. This is said, in accordance 
with the assertion of Dhanika (in Dasarupaka Tika), 
Others remark—“This is incorporated in amkavatara.” 



<}3o flrf&TOW 1 

Text—i aftferf ^ I TO 

TO I «BF3ft 5fT^ SUg^STfafl- 

^TT^B: I 


ffrT- l 


toto^to 



I 


f^FT— i am fcwiwicft 

TO?m i ^q%sfqr aisra: & tr r i TOfe— 

fTOSWK 3^f^ ? 3T ^P^TjfWT 1 5fh ^1*^4 l qg TO 

fTOWfi TTcf *fi: fiRR: l 3fR* qsfa - 

aftferqg. s^nfroi 5T3 ?ftaf q^g srqfq^qq^ 
W3^! TO ^FFBITORRr STT^.f^* 

5fr^ fw^f^3R5B ( 3FTT^ *lr4 ) q*g fro^ TfTPTOf^f 
qfV^q ^iq 3?qfq2TT - q*q 3T*F^ 

ifTH^TO ^3^: SFTO. qfegZW =T *^3 qTSW 3^qq^qT^ 

3T 4 5Tfroq ^fq *nq: sroqq TO^^rfro 
wzfaj TO ^fTO^TRsf *q$q ^T% atRpFRF* 3TFTR- 
5TTTO T^ fq^W 7=qfqF[cq: 3?fq =q Sr qrquT fqfqiW^ 3?ft#q: 
W3. TOI 'tfPTO 3 BTTg^qq sfq vrtq: I SEFTTTO 


4 IPTOnTO T#* qWqrRUH 3tffFfftq: 
* « 

f^TO^r vsm 1 to TOF’pr^ofpj nro*g “qrg m *r ? -farH 


^T3T 


V JJTHtfq ' ang&qq anftra: 1 


Eng. Trans.--When is left out an unpleasant big topic 
that demands to be recounted, and (for this) only a por¬ 
tion of which is (actually) recounted, then it is to be 
done in the drama through a Viskambhaka immediately 
following the Amukha—the Amukha itself pointing to 





Hi 

the entrance of the actor running the Viskambhaka, As 
in the Ratfeavah the Viskambhaka run by Yaugandba- 
rayana. 

[ N. B.—As both forajwi and are seen, so 

derive also as—fTOW TO3T3 I % ^ 

foTOW, l gives fotwra only ] 

OTaySra sftmtefr 

?R cTTO 3TO fo^WTTOJL 31^3. : zrfq 

Text—i TO 3 TO *R 3 l 

TOS* ^TKT3^rr$T#^: 1 
ffa: l TO 3TTf^ I 

foRT— 1 ^3 3?ig«T3. ***' ^ ^ foWW ^fo^i— 

SiTf^T^^FrR* «pl V* 

to ; foiTOi^. “TO 3 TOTOW 33 

to *ror ^3 jrara^r to angary w ^twtt 

TTcf 3TTfyTO^TOTO3 3T1 : (3 3 3,11 

9JT3> l^K I TORTt 

to 3?fojTO3nF3TO2& 1 ^ *33. ^ 

Sfa 37I3^T 3nfeTO5lTO?T: m W&m*- 
3TTTO I STT^ffg 3*fa TO TOH ‘ i ^ ^^^=1 

) I 

C 

Eng. Tran. When an attractive subject-matter has 
its start from the very beginning, then an act should be 





at first (i. e. immediately after the Prologue) set, the 
entrance of the afctor therein, being referred to by the 
Amukha (Prologue) itself. As in our Sakuntalam. 

Text— \ sft TO* STT^SfwfH: I 

1 % I W' *ZfTFT% I ( * ) - 

^ 5^ i «rr ?r fanroTS- 

_ A , 

fkrf I 3?#r^T%- 

dr arfwfnn: *3r«TH3TfcffiiT^ 

SPTR^^nfiT^: STTW^ =rrfW2fT: 31 T-7T fWT 3T ^ft 

TP^T- Jf \ TO 3113 i cf=j 

$&(’ 3151^ ^?T U3 fafe^i 3PRRR* - 

TO" g^f^lf^l 3?I^r^ TO TOTfa cRSSSR * 

$pap*. I srfrfTOTO 

3FTO “TT TO IHF^rf TOT #‘ : 3f^T ^TfeTO—<F’ 3T3qTO*rP 
TO3to*tr: toto spraroi qrf^RT: m jottor: 

fW**r*ftra?fT ;? to ft q"«7Pk 

tot qrro i toft sigpafrR* 1 tcit- 

«tM: ^ZsHtfftKTO r*T* ^ TO^faTOS^pi: «3Rft^'' 
TOTTSTTa, 3^T: TO ^TT *TO ffa TO: fcFTTOH 

arftro' si si ftropu d«rrff 

qfcro? $5TO) %TOnd«l^TOf^i‘ ?r to sfo 

C5TR TflflRP TOU trar # ^ ?TO 

Riftnwn i to jftef sffiii sf^«rr w?i 

ftldTO^I & ^ 5fT3?ftTOTPI^ a wfrftW I TO TO- 



3?qrf«##q 3W55qpr g^TTO !f qiFTO—TOT 

€% wrtl^ra arsrrTO cTSB^tqsf jRtiif? j? sng i ^ to 
#51 ^5f: I TTrTTT^fT «T ifiTWR ‘ 3Tfa ^ TOfl^T“ 

W^g TOfer' f*qy jot^TT qTOg TO: 1 arq 

faTO qqj TJTOqfcT q§Tfi' qfaTO |frT I UTO gqm I ifftf 
WfTOSq 3?fq 3 qfaTO TOT «Wa%7, q^: S TO ^R«T- 

to ^t^ftt qfcraftg to i ^t#saf *$ gq 
i to to# syfTOi# q^g g* fqfevHi q to^i qggr 
^TcTT ^g 3?fcRf’ fqfro?Ti q tot, I ( Trq ^ ) q^ qcS^ qffT- 
S5tfOT*: # qT ff f^lTTO » TO *TOqT gf# 3[5F q% tf ‘3Tfcl 
TO ’ sfH f*T*ITO *75* ^7FT I rT^fTO TOTfa: M1«?TO 

I7TOTO !TO!WSFtSTO: g?y: l TO : ft g wfa&Mqrffch 

TOTf# “arftr to" dH toto# gqgqq ero 

fT^gro aroffy: f^cfnroins^^: g.q: i q* tot*?! qtf 
JwfH>: to gq ?n^frqRi m rrw^qqigsrMt ^tot— 
STffRrftR: qTf-q TO rg: >Z!rPTfqfH?T ^fTO= I ^WTfTO 5% 
strong i ^ >jfr i to q«i7fr*TO qn i to arfrorg: 
TOIjl^qqTO fTOTO’ TO7 ^q^T# 5#! TO:, q*g 57T2^q- 
w?ti‘ g^g TO^rg fqfqroi sqqffro WNv qft ffrt qrqg 
if TOf 3 3TWT TOWJR: ^frf I k ‘<*fh" TOFT. g sq W^ TO 
sqfro nqtqqfqsT^ qtg ftfifrom sfoq $fq:' qis^iqf gsror- 
qrg qi fW^qrqg othk# qsqfag qsmfrro *#fqgg 
srggqig i gg* ^ ‘TOjresfrcegft q*g qi^mrogro 
sstot to q^TO tot to q<# q^rnirog I 3T*5fRT: 
3TOTTO : «TOTc5fFTO«n TO^fTTO# &qf fa<R: 

Tot tfvnmftfcT to: q ftw^ang* tototo ^ 



IV* 

cWTff wrrfesf * ^w~ 

f^«IrTT^ ^T *TO t'dlSSTR. 

arfaw^ * srwt. ^r to *ro aroi^r faa: *m&i %fH 

*m- I TO5T551Fo5^: 

^fe= I sfrrtfrsfa tFigrftasnft' i toI^ to 
HrawT^TTOL 3flf ^TTf^R^^B! ( SJffa: ) 

srf^^sirer g^sfr i 

Eng. Tran.—The death or murder ( or killing of the 
hero ( also of the heroine! of drama, should not be 
shown even in the Viskambhaka and the like. Also, the 
subject-matter ( of the drama) as well as the Rasa (the 
sentiment ) should not allowed to subdue each other. 
The word “Rasa" refers to the Erotic and other senti¬ 
ments. Thus the topic has been stated by Dhamka(?) in 
the following way :— 

Through too much ( i. e. undue) importance or 
attachment to Rasa (sentiment), the subject-matter 
should not be dragged afar—(that is to say, relegated to 
a subordinate position) ) ; neither, the sentiment should 
be subdued (i. . e. rendered un-important), through 
partiality for the subject matter or through the inser¬ 
tion ( 1 . e. setting) of rhetorics (and other descriptions). 

N. B.—The gist of the above assertion may be summed 
up as follows—Proportionate importance should be 
attached to the subject-matter of the drama as well as 
to the sentiment excited therein, so that the two may run 
in harmonious co-operation. Undue importance or over 
importance should not be attached to either, since in that 



w- 'TfN^: 

case, the one is sure to over-ride the other and thereby 
mar the beauty as well as the concord of the drama/’ 

Text—5Tc5fa:i sfra* iPTO =51 =31 

sTOcpi: m sn^Tzfnm TOfafa u 

1 IT^fWfefeJrT^: I 

fad - I ^ “TO'T ffcl 

ar^JTT TOSSW1 Wl I 3Mn«r 33 TO. 

TO. T2TTTO fawfa I TO% 3 % sft^TTO; - 
sr^n^rr: irprowian i TO-*-df ;v Tfad itefr TOqfsreiT- 
fw4:” I 3RTKT5TO: njW u«PTT TO UTO ^TT 

Jff^T TFT rrsr afaip | BTr^TTqT 3FTO TO U#P<J fffai 32^: l 
3FT: *P^: UFH ST^-TT^TO ^Tofan: I dTFT v T TO* 3$%- 
ift sffaH. f^PTSRN: I H2*fdfaTO ^TS'J: i l 

m { mm TOddfa<?T#T: <TF f% 

4jr|4r||: rfc*5M^Td«T?d fa^TO I d"F^ T-H - 

5R5FT TT^TOT TPTRl I 3di* T TOWfat- 

*TOd— f TOfa v TO TOdFd 7TO *TO : I TO* t^n:— 

affa*, fsp?:, TTO, 3J#T TO qipafaf' I TO ; TO TOlfTO 

TOCT l TOTT Wfafa TT^^TOdfeTO- 

TtTO: *fifTO tfTOJ&nt dfvPTOT: I SWT%sfa TTqf 

» 

q^lKR: 55^??f I 

Eng. Trans.— The five Arthaprakriti ( so named 
because they serve the main purpose of the drama)— 
namely Vija, Vindu, Pataka, Prakari and Karyya should 
be learnt (and taken into account ) and placed properly 
( in the body of the drama ). 





I 

Arthaprakriti (is so named because it) implies the 
cause serving the (main) purpose ( of the drama). 

Text—^ effort- 

i sflwsnH* wm* 

mqfh— 

Eng. Trans—Among these the Vija ( is first defined 
as follows)— 

Text—3T55fa: | 3FFTFT* egf^2* 

tROT Wit £3 affa* II 

=?% i w srre7T5T9? 

ifi r-rp: i w tt £vw$- 

*1 ''■TTTf^TT gfafe^RST£: I 
te-l ^Tt *RTm ^c3 SRFTFf 

3TTTt SffifeFf apr qsjFT 3#FOTF* fa*prfo fTOF ^frt 

3TTCTRJ 3WW o5¥f?T ?% 

^TR:, Tk 5R apJ. TR HW £Jj: g*^ 

^'41 3TT%F^' <B. qNg arfasfaFr «wpf I 

gwra*Ty«r£*i *btor ^ufafasft^e i fz yJhw 

faFjfa TRHJ iRT^R «RFOT ?-;ft? 

eRtafefrr wqh" i ^ era* grapsp^faj emg i sV 

ft >Tfa%ff “^rmftg: ^*4eTW 3 ^tt^^rw* fwft |g- 
Mfii «fnr<' i ?2R=ft w ^T^^fe'fiRTg - ^ 

aRStn^ii snftnR gtR sih#t i 

g?p?r $F"f ggf ig^a T fecf ; ^ipKmoTiznw,: i m *tr: 

oTFR^ifr *m&t eg? ftmeisg^i 

^ig^«T TTn %qfsp^ ^RTTRVf^rTftRT wfoRT ST 3^iT 



to qfNfc: 




^ 1 rtf W^J5TR! : 3^ 

fWffti<WH i 3f\<kv^|4|uioifiqH: anjg^ 

f^w% sTocnn^r ^rgf=^, ararr - c %‘ *r%; t 

^in^wirf^Pr qsfr - ^ifw “snwsfiro. ^tWt 

^FR I 3T^ 3T^ 3f% sffa^ %i ff 5f|^T 

brt ei^PWsiT^ - q ffru^fr w,m& qwsrRrfrT i 

- ^t^T®rt teRTT^T sfasiT: 
%sf farmer g^rf srrefor frer wrtggfft 
«t^T OTfsrrT: ( ^frfarr: ) gfafiq^ ^ETTf rer e/fag I “TO 

«BRTg v ?fw 1 

Eng. Trans.—What is (at first) mentioned in summary 
but what (subsequently) undergoes various develop¬ 
ments and what (thus) constitutes the primary cause of 
the ultimate main object (of the drama), is said to be vija, 
As tn Ratnavali (where) the matter referred to by Yaugan- 
dharayana (or better the undertaking of yaug.) favoured 

H § 

by Divine Grace—forms the root cause of the attainment 

» 

of Ratnavali by Vatsaraja ; Or as in *the Venisamhara— 
where the enthusiasim of Yudhisthira—encouraged by the 
wrath of Bhimscna forms the root case of* the braiding 
of the hair of Draupadi. 

Text—i areT^rra- fe& % i 

Sfal *WT— 33tTTfV*W!HT tffa 

“dW WK_sfta%' ’ “*4 t$fr 



srtewoi: 

fei— i ^ q ferefr *f*i«arf- 

qR *m wt sfe fe^irfH c5«nif qqr SBRwfq 3Tfe*sJ|q 
qWR>T^ S^tHTR rffe fo&w- I q^R 3TRJ fegftfa 4m'( 
fe^^ qg-fsps?^ uflifqqH qfe: i 3W 3SM«qnsnr- 
sm^qfedq snqqfe: qrsq: q*g sngqfefl* 

3Rq qqrsRqfe W3 qtq fed* q?q WRt, qqr ?r 
fR qqmfedV qfefJTTRT ^qfed? tffa 

s<qq: i <nfeq ^ ^qT^FNiq: fed?: %fH ^rraTTfeife 
pqrq mw-1 mw* qrq: srrqtqpr sfo i pft qvnq 


q^3 3F^r«iTOnj 3PRife qqqqsqjj. ?r *nr 

PPf Sfcf qR^ ^F°T Wl : 3 Tier fe?f<rfq I ?T'4Tfo 

smrferafe qqfesd fqfew qfq qq q*3 qqRqs^ ^fq*- 
tfjfferFf ^rffr *r qq fe?= i sqf q tfR-qq^T: “q;d n-qR 
sffeq rRjjm: qj^RF:, fqfevf qqfedqqOT fe|fe¥' 
?fa I S2TR7 qqr rf^T qRqqqqT f?R. ^TRjr 

q*R qq. ^ aprRFqqfe qq*qqq ^Fife esfe jwt 
q^ffa qh* g qq iqqq sfH ^Nr pr ?fe jpqq i 
PR: qWT: qqTqT: ^f^RTHI SFTT wfedq: *Rfq, qq: =TTft- 
OTT: qT i^qT sqqqqFTfeqT: (HT^fer qq ^rqcT- ) 
smq:—q*q 3qferfq: qf-F^r q qiq: i 3Rqq q^fed* tffa 
3FRK*TFq qq. ^pq’ ^qqpqT ^ gqqq^q qqqqq^ m 
a^dqarqqi q^q fe? qqfq i 


Eng. Trans—Vindu n> that which preserves the conti¬ 
nuity of the main story ( of the drama ) when it is 
disrupted by incidental topics. As in the Ratnavali where* 



TO: q rffe& F 

with the conclusion of the cupid-worship, the main story 
undergoes disruption, (and the continuity of the main 
story is then, presented by) the following namely, hearing, 
that “the princess look up to Udayana as it were up to the 
Moon’’ Sagarika remarks cheerfully—How is it that he his 
Udayana—which is the seed of the remaining portion 
(of the drama, and hence stands here as the Vindu). 

Text—I cjpfa JTTflfipT m I 

I TO - qiTf^ 

to— i sfa 

3ftTO i umfirs fan v qnTO to sisfp” 

TOsrar-*! m ^ JnwfnnFf TOwfrsra 

( ) OTTOI ^ JTOftsnT ?TT TOfsT^ 

sfo I rT3 f^M-epro TO 

Wrt asr ^ 

TOfa WTfaR TTq TOT. ST 

qcrrai 1 *rr ttfeT sfa 1 

3^’ =q TO^rf?55RTTO . wpftrorof stop* 

^tT^^fcT I *TT 'PTFCT^T: 3TYTO TOTfllcflWR' I TO^TT- 

3^- % qOT TOTOfaqa^ I, JITOTO 

STT <T?TT%fa ^tfrfcTT" I 

Eng. Trans.—The story (or the doings of one which 

is incidental (i. e. dependent on the story of the hero) 

but (at the same time) extensive is said to be Pataka. 
As the story of Sugriva and others in the drama based on 







the story of Rama ; the story of Bhima and others in the 
Venisamhara ; the story of the down in the Sakuntala. 


Text— i T 

fare? frofro*?? stm i! 

tfa i m gift®ite: x&nmutiv i ^ - 

“sTBT^Tf^rrfwff^T qm^T r #r, m 

^Tr[T%fH I ’TTOT faSfn^TORJTfa T^TOTT. 

5tf%^r*TR'' sft ^2rTfT33Tf¥R^qf?fTT$: I 

focT I STOW 3R TCJeTR; feffiFg 3TTfwf^ cT«lT 

TTOT FT«TT Wti^R feWR I ^ 
arrfwft^ *m TO^fRg ^ 

'*R3tfroTfa stf^anfa mfH \ ^ 

ItR ^TOTf v Wff«!R f' Sirafirt ^ T^Rft3R3 I ^T^- 
spffsR^) m'W&t mfm stf^rri ^ 

3?raf3rafoT*% *rr =* “sffift” i^rhr arf^cRR 

Wlfo #T TOR ?rwt I q*‘ ST ( <TTOT ) 3?TfwfN»R ^ 



33 ^’ «rrftr s% t$<R 


*Tt3R ^T^T 


^TTf^T I • “<TTOT” JfTRf^’ fofegirfa SR <TTOT 

ffe ^ft *rc “toto” JTT3OT aft ^T 


^ =n*TTRt®l ^ STraTO. tM ( TO snm ffa TOP** 
STTO^ ^ST) qTOHF£*fi* maR 

5TTTO555 T 3^* T*5 ?T *qRI *R <?*R TOR 

TOR 3RR fcftR ^RfR: TOR. STT3TO «JTO TTO S 

smfrr %fH sw 1 qrorcianro sror* ^ 

OTT StfcT ff ^TR3IT - ‘^(IWRIW” RTfa 3R 

'’TTOT ^fcT ^TR R S155 JR 3UR 3lfa$5T SHtfit TO, 



TO 

TORfUi *ipm55T^ 3 ??to faftR q*i 
5T RRi TO^^arN' g?$2Rf: stto^ aftro 3TRTTO^ i*q 
TOVMITO ^fcT VCfti I 3TcrtT^r q^T anf ^wR^lftw 

* FIR I ^ <rft 5Rms Riq^ ^%T5T% sfT 

cIRT f«lfcf: ? 3RTO - “TO *R?T “TORt q = * f faR *T^ 
2 ^Hk: g£vr: TOd^fi^raRT TO 3WT qgR&fftqr: ftrJRT 
( faTO ) Ftoftsnwft cT 5T “TOl” qcIWTW JR fafaR 
R^raf qj?5 JR q*R ^nWBWT^W amiiR cTISW 
tefe : qfrTOTfffsrfTO I qafT-TO^f^R arfaf^T 
=n3% qTORT TOsR ^ 3TTOR sfTTOR ^ q**- 

STTO*. I qr TO? Tm^RR^JR JR FW&JR 8RRR- 

^ giitTOI ^RSITfHFT <R a§3 TOS£TOR tTq qft- 
TOT?R I 

*ra gfacrr ausj^jmT %fm#r toi‘ -“an rofe Tf roqf gr 

qrofiT fwf^rrf ^-1 otr arrorfaroitJFiT qro: 

f#r I '<m -RTW-^RfR 3TT TOflfrTOTTfH TOR R C RTRT 

3T^»M falrff JR%I q^TORT 3?frTO= q: Ff^fg4*«iefTO 
gqqTOflfaqfcfa =q sronraR ef *rN j?tr qroEi n* 

anq: 1 “qTOR *" fcl IpT ? j ‘<aTOR” TO 3 R?t: 
tof i to “faro* fnsq^q^ sfaro: quq: torot ?jq 
qfrftni 5% 3?¥fa IgRi 3RTO TOP-TOTOI W 
jftsfwdfg to? ^ftroi -*<«wsq«TOR 3 rh*t 

frfafew aft ( TO TO***? WUftflSqflr ) trq TOT TOrffr I 
TOT a?^§ qgFBHTTOJ-gFT ^AcM JJT§af q^ «TTTOqS5- 
FTTOi-’fNqw^ 3 BHcHMaWITO^ 1 iJWcf* *fWi®““ 

toitotr tot arfq qrfeR fcataofrv' *ttr !fai% *fcr ftf 



arffcwfri: 

anqcffaTO qftns's TO%«rft arofa 
*K TO ('TTOiRmF?) q?T TO angqfN qNftqMkWi qst 
wi i *WTOt fa* mp*fr m wnfa* *raft-q § $<rfa 
fa4?TOf4 TO^STT?^ 1 3T5T ^Rft qcTO- 

toto grftro ^wrfwiH. *qqfaf to* *nk4 

^ ^ q^rm-TO^T^^ fMtaro' ^rraiftHWH. 
angqftq; ^n£W to’ fq*rciTO^ ara*rrcitfcr 1 ^ tor* 
^rrqqi q?i g^ftrotef— <^*5 fTO^oRrfrq* qw«t qiqq?T fft 
TTcR ^ sffacfT f^q^TTO^l 

' =Tg T^TOd TOlfaw =4d. crf% TO ^T^TRrqp^or sftTO«r 

353*51% faftcT* 3 rt f< qTOT rora^fr finRRpJr qT faw” 

»* 

*Wfa? TO^WTTO 5H3TO *5tTOI qT3§IRr,^BT- 

fcTT 5Ttarf^*fq^ L d*i 1*T «qU$^N*^ (qq. 33* 

3*mf3) 3Ffh-5w ^rrftqr 1 “q3i%f3” >4^*51% 

to*th qen^r ifa qqgi to^to* ^ 

qcn^iqi: TOTOFTOTOqg ^ g^q^ ^ftf^i *prg? 
f ’f^^q*roqfq” fa^ftui sfN’ qrqq. q^TOT: J^faqsRrq. 
wnfac^qr^ ffrr; a?4 *nq: q3mqr: gi?TO3 qiWTO- 
sm?f--TO^ 5 t;^to’ sthto'Y tot^t fa^iroN** 
qiqflL TOFTO l q* q3FBTqT: 33. ^TgflftTOL ^TTOS^qq* 

to TOifrofcpA fqq^qt qr *ftq. #r ft 1 

Eng. Tran—The character figuring as Pataka does not 
serve, m the main, special purpose of his own ; and hence 
the special purpose of the Pataka if any, is finished either 
in the Garbha sandhi or in the Vimarsa sarjjii. As—for 
example, the acquisition of kingdom by Sugriva and 
•others. 



»* *■ 

True, the sage has prescribed that the Pataka ceases 
in the Garbha-sandhi cr in the Vimarasa-sancflii; but here 
-(the commentator) Abhinabha Gupta has adduced the 
following explanation ; Pataka serves the purpose of 
the hero (of the drama ) and as such it is sometimes 
seen to extend even upto the Nirvahana-sandhi. 

Text—i smfm sfem i 

?jrT : I I 

f^PT I q^BT WflWTC* I fefrf 

'^ofrfFT I ^ ^ fefTT 5tT^rf^^3 *TT aWfe 
m 3 arftg TOqaNft 

T*T -feraT, OtcPTcf 3^* ■% 

q%—“srad =* sferara r ^nwcf ^ “arc*? m 

5R?fr” ^fcT I €2Rfr ^TT—3*5791$ wn 5t3igq:- 

*PTT^ I 

Eng. Trans.—A (comparatively) small character 
dependent ( more or less ) on the hero, is said to be a 
Prakari. As in the Kulapati act—the dialogue incident 
between Ravana and Jatayu. 

Text—Jgfa: i sffifruwq ¥fT*T wSt4 I 

flRl— 1 I ^ a|R5rcarfaf91 5Rm ^ 8 

^ swsfrriw i arm gKigtfriKvi 

frWJ 

faro:-~q$ siralHn qroi i m 3 i 
mwrftaftH tow atKFdsarrfW m tow 

arrsrtfci cim fsrfmi. foriroter arfr fosfa 1 ffefaf 







sto, m 3 aratpr tow 

«F*ft toft i # 

Eng. Tran.—The figure (character) posing as Prakari serves 
no purpose of his own (save and except that of the hero). 


Text—I aftto ?3 ^ ffPaRTCwft aftoFW i 
i ^ wrfafa wmi \ 

J 2PJT WITO | 

to ^Pap*. aftto ( cFTT) 3TTOT: 

( =ET ) to'l WTFFP^ ^ W^to! ( ^5: ) PciH I 

sreto*. tow gwre sartor tortoto ^ 

aftto^artotoq;fS*(ffa TO 31 ^ 

( ^ ) SPaffto ^ftoT I rp-TT 3PFPT: 2*3 s^g 

anwto** ^r =sr <.^3 *tt*r; *pnto storey i to 
>toro: 3*3^rrc»: 3 ?rwt:to^2t st^p, a«rr anton — w 


Vp 3*3*?: f*T3$ flNW *RTW[ fatoTTO3dWT33lW[-- l 

arar 3RtolT ffcT *TT3:—cT^TT to 3FFN:, W 3*3*P %5JT *FTT- 

<to *RT7*? TOW *Pto, dTO 3*3 

WcP* *ptol ^T3^3J^gfIT 2*3 ^ 

^0^ cto' to *?T*: « 3 tr’ =3 - ‘ SRW 

sraf w^rfto &&'”• i 33T *mf**t *Fn>nre: 3 * 3 : ** ra* 

g?$qto sfoqn^'k: i F3 =3 atento tofaw to 

tol3W SfaTOr W 331 This is called wf, the fifth 
variety of awsito i 

33 *3® *»to3 tol^J ’toer m qto i tofrMfto 

^5P^7% I fi[ 3=T—€!W ^ I 


fR tov^wtf4wts *m ^sh, v$fif{ tr^rgw^ 

TOrgw-TO * 



TO IvH 

h 

Eng. Tran.—What is desired to be accomplished, 
for which end in view the drama sets on to function, 
and for the achievement of which (end), are adopted 
means is said to be Karyya — as the killing of Ravana in a 
drama concerning the exploits of Rama. 

N. B.—In this connection Srirupa deals with some 
interesting aspects of karyya and we quote here his asser¬ 
tions with necessary elucidation— 

11 awnfWj i sraisf 

m ftrorc* tot tot** 

arsr* ^ i toh ft mm wi‘ toss’ aroftfd 

TOT sfaTOTTO l 

^ I iTR^l4w‘^T^ 1 fac4 TOPBfSHift 

=ro‘ TOfa?u £far - w*. mm 

zmm =srfcf ft tots* tot srfft totto arroi **fa 1 
tffaST^TO: 3lft 3TWTfa Vfqfo I 

* I C R55^R I TOt: 

*Jg: ftfau wW TONTOT: 

I * * 

Text— Jgfa: l QTSTOT: TO snT^TOWfafa: l 

eTK-MqflSrWISl I f«W ifllWSITOi: I 

9 

far!-I ^I^TOTdL & I TOtfafa: 

SfR 5 ^ SiFTO TO QPTWTi TO*T“ 

qfar, % ar«iT— mw*, w- srairai, farorfaTTOT mm%\ 
mm tpn: Tag to ww flwnwflfr wtftfa- 



sfwig 1 to' % “tBtarw <raram»tT hiwWSwi- 

«roc”*fa i 

Eng. Tran.—Of the undertaking, resorted to by 
persons desirous of reaping the fruit thereof (i. e. of 
achieving the desired result ), there are five Avasthas i. e. 
phases ; they are Arambha, Yatna, Praptyasha, Niyatapti 
and Phalagama. 

Text—fto i ?m— 

ftra— i grain wtfwKisng. awwwm. *r$ a«wam«i 

wKw^sRsnrfct i 

ff^j! i wt 1 tw*iwRi , :gtf«rtaii«r‘ ^Wssrpi't- 

tfldffPHU 3*1 *HH>»Hf>W<Ww ft afklPWg. 

sfajwg. i 

flm— i gw ttrawi wpf w. wsgew %s$ wnww 
w^diaw g, wnfaawilwiwraw warn g atrcwft *i%h.i 
amwft ft wsfo stwn gjrci I aw stfawtf af^gwa^i si 
%*rag swgrwftaMt ^gr w arfqg rragiwm 

swWPftsfti 3«' ft “sisr5jt%”,—"fWSH. wnWTftt 

pwnwww 5 % i sr awr- 

wpp arPr g^fpfrsft i aw amww ggreft wr- Hwwfriife- 
awtg. wtaaff sw : www awpgt wrrftrgg ^jpwt'W 
af i ttgwg ! anrg swt-twvwi w aw«w affynr w snaww 
' gwt *Bag i a ^ aftyrtp T«TOi«wgJiM w wrap t « ^ 
stepp aHifrwM fan «r wfaM wg g awVsmM saa 
www arangt www wraaw* fart * wtfti, aratp 



iv>» 

^srasjTT: wrara 

^n i a?r ^ flrratfro 8RRnmism?re? ifNcrow >rl 
"sftngwn a tpr Jnrantorcq w'foi amn^raft sunwwii 
ww re i wgft -qft w^ T W ^55 «f».<fwftife: arfrp qw i dife 

O 

flPTffT %fH «F4w 3TR«?T*»IT 7T5f JTTfeOTTR 

- T\ , e* 

gwi^Rra: i 

inf ^ e? ^'ujn^iftrwn wteufPT cwr snftrwi ?I5 
qww r 3rPr arkgrot, *gj srPTCrurfim Jiwrcpm 
«pto amwnwT *wftn w sfeewra^ ;n3% jjsrawft 
n^nwtwtwrasww «tom: amw i ipwnfl 
^r«rni 

% 

Eng. Tran.—Eagerness for the fruition of the main 
purpose ( i. e. for the achievement of the principal object 
of the drama ) is (said to be) Arambha i. e. the beginning. 
As in the Ratnavali—the eagerness on the part of Yaugan- 
dharayana to place Ratnavali in (Udayana’s) harem (is 
the beginning of the main object of the drama). In like 
manner the eagerness (yearning) of heroes and heroines 
are to be learnt from their original sources i. e. in 
different dramas. • *. 

N. B.—The aforesaid eagerness followed in its turn 
by determination which itself being followed by some sort 
of exertion for the undertaking constitutes the Arambha 
(or the beginning) phase of the Karyya, that is the main 
theme of the drama ; and this Arambha may be pertain¬ 
ing to either the hero, or the heroine or some other 



principal figure on their behalf as is the case in the 
Ratnavali etc. 

Text—i i 

iftt: I q«rr °I arfN 

arer crer srrfef^ wnsnftf^* (=*rerfa srrfer 

eiret *flihffare sfa w <reT *rera*frffer’ 

—ireTf^rr sfcmf^tt 

jtW<WWf l TO 81 ^ <l^f$ g5^«Fnf?[: I 

ftRT- I are SRffi* — tf 5RF5f: 3 ’ 1 are 3 SSParety 

anwre qrre«05i^T^reR ^ sfrre^i T-srem q^re 
^re%^ HTfararer err *5«rere toi ^ *pre m srrfa- 
fqrq^ orf^RTfre^j a?3FreT c 5 ^ aifere: g*: sretf^r 

5% 3TT^. S2TTTR: $srfMN: l cSTRKre aft^jjforefs^j 1 
TO* sfofa- W^ddJhcBn3 sirR^I ^ 

**wr% ^^p-sre^ w?reT^ ^rcidfareufara: i 

Eng. Tran.—exertion urged by eagerness for the 
achievement of the principal object^ (of the drama) is called 
Prayatna. As in Ratnavali—“And yet there is no other 
way of meeting him and hence I shall draw his picture and 

0 

then do what I like”—and by this text is stated the drawing 
of (Udayana’s) picture by Ratnavali and so forth, which 
serve as the means to her meeting (i. e. union with) the 
King of the Vatsas. As also the binding and bringing of 
the ocean undet control and the like in Ramacharita. 
Text— 1 OT^^ref i wiii^an n wi srrficraw 11 

sftp 1 »wi chwwmh . fftN 1 *fcraf^!nfSW!»ifc wnfr- 



W' 


^ atfcg \ 

totot i tpw^m! 

tm— I ^IWfcR ^5^1 3TITO to- 

d 

55TTO 3ft IgpTO STOR cT^TT 3TT Wj^|l TO3mfo& 

tot^t: fasrca girft ^ tor siTfe raro ; simt-- wiw 
ww> toftct m sr mxm i ^ t*fto: -“otto 

amTOfFTTS? «n^ TOSirf^i: sn^TRTT r 

aifarffa: arfafem: t^FxT: T*^:-(TO*cflRfT 33 * SIT 
ffcT TOcft: q%t |^q: ) TOR TO# ^ TO3HfeP SIRTO I 
eR to:— 3TOt 3^TT^ TO55T# vfcl #T faspfr 3 SIR l 

3srr-am3fr^ft a^ tobt#5|#r aFmfa f^r«Rfr sr 
*jr sfe arftf^^q^T TO5iTlR^r snrairciT i 
tixi'-mim t t** sirtott #t to% i ^ w-sir<TOTT 3 
Itoto fafeTOrorr to 1" sfrrotsfq i^ri v€ f%*m- 
“$«r aifaro «RTf%^TO 9 i Tfarot 1 ww cf sng 
■ftfw: snfaroR” 1 stfRtfTO wraT 1 to— 
?ww*ftoTfc«uiR #n om 

toptt : ^rr qftTO mw$t («rolW) tor arfagro #t 

^RTO^TT^1W» TOTOF TOR 5rfa % 3?fiRTTC T^TO^ 

w tot: stft-to totoit to a^rosenro^t^ 

3R 3TITO TOfafR 5R^ #T TOTOflR>jtSqR^ 31W 
TO^fa W TOTOT WTOTT R TOITf^: 3T 3 arfRffi^- 

«eftt 3?ftf^^^T--3?^ & srpron 1 am “arf R f rfcu 
arfafTO. ffarfro r Rftr stoitototosto snrfa- 
?TOT! TOTO” ffa TOTO3* #TO irf^RfftwiWI<fiSk 1 
<IR “TOR” 5 % TO3T fe# «TOUr 3 tfP#I TO< g fr 


IV 


arftewtw 


“ c ^^” ~ qTO*PT tq i 

wtoctr> ai^wfr awfafa *Tre: i m\ sfowpift “*nwHV 

OTPJT! <Wfl»PT SwHfo fwrw f¥n1^?T 

wiw^wrtol sTw^r’' ^#r 3 re refo r «fcr i 

Eng. Tran.—Praptyasha is understood to be the chance 
of the achievement of the desired result (i. e. the main 
object of the drama), the chance being favoured with 
(proper) means (to the end), but being (at the same 
time) confronted with difficulties also. As in the Ratna* 
vali in the third act, the Praptyasha is the chance of the 
desired result in the shape of union (of Ratnavali with 
Udayana) which is yet uncertain due to the presence of 
both the means in the shape of changing the dress ( by 
Ratnavali i. e. presenting herself as Vasavadatta) and 
there-after approaching (of Ratnavali to Udayana) as 
well as the obstacle in the shape of (possible and sudden 
appearance of) Vasavadatta. Such examples are to be 

searched for in other dramas also. 

■ 

Text—| 3WfW(*M: I 

f%: i snttjror'iTftrerR^iWWSifkt Phmi i arar 

wnawnt «tiwwsfl<n»f 'wrftr” ffa 

Vtrfwtww 5wr#r ftmtw fa aidHiaMi faffi sfart i 

fos i sum tnr arftaa' wr ww?% i '5” 

awtraM&raraiTs Jn^nrom:, wmfswiarr: torarot: 

JRP5K: 1 



fksfc mm-- qflwn^ ^ftr 

*TW faf^TT foRTT 5TTfH! foRTlfa: I ffa^fTW - 

TOiwK factor t^brtt ^p n fa grT wfafa - 

^nf^T SflcTCpl tfSPRf^T 2TT^ <WraifH: *?3335W Tp 

forarfo i aref ^ “fawtefaifa siafafftrft s r 

fawi' greKircrref =**—“ftnrcrt 3 'fimfb *ri$& q^rfci 1 
foraf at MwKrrPfc ag®rn 'rfr^*' sfai 

Eng. Tran.—Niyutapti is the sure achievement of the 
result through the removal of obstacles. As in the 
Ratnavali the ‘King :—“Save and except the winning of 
the satisfaction of my Queen, I find no other means 
(alternative) in this matter—” by this the obstacle in 
the shape of the Queen is removed through the winning 
of her satisfaction and thereby is indicated the sure attain¬ 
ment of the desired result (i. e. the King’s union with 
Ratanavali). 

Text —1 stwt I 

anrafe ipi > 

facl— 1 rawm ®WWFnH taft swwt wm 

tfsRn srftrar at ssprfa —*tt imfm-- ^mm-- 

9mm- sna. ^ 

GsJtoL t?r 3SPF I TOTH W- 

/ 

an* ^ srrfti ufafa ar swot tofpt 

«TT *»OTt I OT ^ 4 f*W#W*W 1 fenfcfty 

f% I 3?ftr—TOlfWt Wtfaa:” 1 



jnasrora" arftr—"atfN&f *rto' ^ sfwn* flwi'WH ? 

I SEFtft ipn— 

srrfeBunn—^ stf 3 ^r q*^: i a aw na- 

i <l«CTfWH!'J JR.«RtI.'S5j ^ >^T Slfcpr: I 


Eng. Tran.—That (particular) Avastha is (known 
as) Phalayoga (i. e. Phalagama) wherein accrues the 
entire result (as desired). As in the Ratnavali wherein 
occurs tbe winning of Ratnavali (by Udayana), along 
with the acquisition of head-ship or sovereignty over the 
Princely order. Such (examples) are to be (found) in 
other works (as in Vira-chrita -- wrffdt 

TOTftp ) l 


Text —i 



TO&qfcT- 


^PTT: q: TO?FW II 

q&tm qq i TO*f| gfeu “sqww ft 

5IR5TO TOfifarfa: I T£TT«r TOT3FTT *1^ ff V* 

enfa: TOfa: 3^snf^: torpto. 

TOtflW WI t$ar tosrjrP T& i ^ 

wtt: tobp*pp i stwot—to m 


st&w— ^rf^fetn^r: i ^ ^ to ^ e^T emw- 

‘ “gp ferfta fft wmt TOftr- 

tpr wwftt TOs?spfr sfa 

5 TO ^ * SfTOfcR: TO 

^TOP *ftll SI^WTfa-“t^- 

, qrawwwp sif^T 4%fan tfpn otaftfr Wt to* 



H w rfirowV * 1 eraTffe afon* m smwr *fa 

qitoftt aftfta gip^fr afr arcaSto *rm:—groterftfcr tot 

a$ro ; srw Stfe?: I f^ft% TOSI^TT are? 3TCSTOT! 
afl^ TOjft TO< ft j| 8 war: srf^TOfNftfe ^TOt ffefap 
sfen i qror ^ toss^it ^ totott sfa aftffc? 

mvti i swift ffa 

farofcrftfa ww: aftro: snrat TO^taft vrpfr ftwkfo r ftfe 
aft*; i iraf ffe 8 toi^t q?*Rfm 

WTOF c5c^fr aiTS^aft *TFTt 3qB$F 

^sfcrftfa 5fT far^: qw srfcp I SRpq; ^ TORftaffl :— 

^ ‘ qroian^TOR wftwfa 3 an w 

3 fa^l^—” 5 % TOWfaft l 1 

Eng. Tran.—The Subject-matter (i. e. the plot of a 
drama) undergoes fivefold divisions (known as) the five 
sandhis through the respective combination of the afore¬ 
said five Avasthas. 

N. B.—From the assertion of Dasarupaka and Natya- 
chandrika (as referred to in our Mitabhasini), .it is clear 
that the five-fold divisions of the subject-matter of a 
drama known as the five sandhis oWe their origin to the 
combination of five Avasthas with five Arthaprakritis — 
the combination of one Avastha with one Arthaprakriti 
gives rise to one sandhi. This is but an analysis of 
sandhi; the definition of the same comesnext. 

Text —1 wm?- 

fa?T— 1 T*rfarc. 355 *% to 

flrc&w’ wflwq. 1 w» 4<fc*« 



iky srrfteflw 

i wMiw srftii 

I Msl^H.r^aml «*<felMl*< SRFTOJSPffSR — 
IR^: sfan I 

ftra i ^fw< ^t% *rfaro*ri f^ff?^ a^f 
qwwuom* *fan m ^l«swi to ^f iftra a»fow*r 
wrcra: ^cnri sfti 3 rtotofsp sNftftr 

$m\\ to 5TOTT-t^i g^i: ^fr to^ojsr* sferc: 
^srfti i fMro; ^ to* zfrf^Rf 3 ^ 

*%sfrfefl% TO IgBRft W3 ftpg$ TO^TH* ( $TOT*R 

) ?TTO^ TO: I 

qwt^ki^^v^:— ijy5si3ft^ww qwjjfwc, wtawm 
SWfaTO TO** S TTif sfsqr: i iftMT^TT-t^T 5Rfn^f— 
TOTO TOT*5^ 2RL W 39f STOfafa TO-' SUftTO* 

afsf ^r ajferrot ita to^htoi faftrar- 

■TTO TO 5 ^ a^rR 3l^rf- 

^T?t ^WHL *RL JPfrsRH iN 5Hft«l«lM W*IWT* 

w*r*n srfcrftfci 1 tot s Hawfaflwin , 

?pflwWfen g^spft'Sfif'^rr^ rowRrai i 

9rrt^t4to^! tor^w i' 

3R ^WT^nK : — tff SWt?TOt3W- 

«RRT‘* wnro^ TO^R WROTtwfc ^ OTR cTT%? 
sfN «r|, $5T OTITOT wrfT^L 3*^ l” 

^ to sfaro sftro fiRSRwrifon «brT arofa *rer 
‘‘irofarm^r sitoirl Bfcft<n tymft tosl tp st purer 
afar: 1 ere ffc fipnTOPN afH <rot { 

„ q muyp w g r ^3*R5 ^protiRqsw^ws^ (grog- 



I 





wwa: l” 


fftr sga^nt” 

si^lrKIWWK^ 


<wMy— 

*t#p 


3^frrsr amrft—sNfr *r«rr 

W&to TO fewvft\ ^TT 3T ^ T ^t^4l5 R ^^TO =* 

(«Rft<l4«*l^ *1c! 8#! f5* ) %&&-• I 

5f^TTW=n ^ S^Wft*£TT - TOTO ?|^7ffTRT^5R^T.* 

3?%, cTOrfa cRST qasiiftj Wq g ffi q t 

wsthh q^T^Rfr srrfer i 


Eng. Tran.—Sandhi is the connection—i. e. the deno¬ 
mination sandhi stands for the connection that co-ordina¬ 
tes (i. e. links up) the incidental purposes with the differ¬ 
ent parts (i. e. stages) of the main story (i. e. the main 
current) of the drama—the parts (i. e. stages) themselves 
being (as a matter of fact) co-ordinate with one 
another to serve the main purpose (that constitutes the 
aim of the drama ). [ Compare Brahman's connection 
with entire creation, in the line of Gita “irfa 3?Rf ^ 

qfrwmnn ” 1 1 

N. B.—The definition and the exposition thereon have 
been taken verbatim from the Dasarupaka. Both of them 
are concise and consequently abstruse. The author 
himself has not elaborated this. We, however, have tried, 
our level best, to clear the idea, quoting copiously from 
different authorities, and in the matter of the English 
translation we have given a free translation of the sloka 
and the Vritti taken together—otherwise it would have 







t>een un-intelligible to our readers—had we translated 
them separately and literally. 


Text—ff^: | - 

to- I TO I 

Eng. Tran.—The author proceeds now to speak of the 
five varieties of Sanhi. 


Text l p*’ 5Tf%g^‘ TOTt to^ l 

ffe 'To to: 53 twh 3^ ii 

to— i srfag^rato, torforto- 

5% qsi qs^to: I 

IRTO, #iT3 55«TOftol 5TO% 3PW5? 

I 

Eng. Tran.—Mukha, Pratimukha, Garbha, Vimarsa 
and Upasamhara—these are the five varieties of Sandhi: 
they are being serially-defined ahead. 


Text—ffrf: l to ?Wi ^mW~ 

to- i 3^3 ^ to^ 


Eng. Tran.—The definitions (of the said five sandhis) 
are being serially stated below. 


355fa: 1 ^ 

mqfrn srinpiT <F3# u 

ffT I W—WTOt I 

to— I *ft TOffiT sftosprfrf- 

^3^ *ftoTi tfto. *pft *ftro 

"siroi^r 33to‘ ipr ^ farffo wi wfr fcs<W tofc- 

|fcl S5$?mraFTO H*HWTO «3^f^- 





I 2 S TR W ? TO ^—iffgn TO 

S?TOi TO *5fT#f ! ^ TO?**: TORTt TOT : TOft I 

fafy ro f p ir to fafaTOTOE^T* g ft ^cijT f ^ftfri w -1 

%$ ^ srori i wi im£m- 

toto*. *rfa%^ to stototc* ito* to 

TOT—' ^RT^TI?fe: *TO ^ t$: gg. 

SfarftfcT szfi^q^i 3Tfe[TO4& JTSTOT^ *flX T ftfcnVl 
rgsrcfa * TO^T; g TO Sa fadfl af tagW* ’ SIR** 
|Rt TO^fTO 9SRTO TOTOTO TOTg^T tffafkRn I 
TO^ g*3TO*T TO*flTOTOg*: ^TO TOS : rpETT falTO- 
TOfaTO^TO =* t^cTO STRWRTfRiT «EPTO TOTTOT =3 
ftw TTrfrt ^ ftrW 3*3 g^r^v}: 

«rfXf^Tcf ^TRI to' f| “TO ^ s ft 5 n^ TT %xfi T fif 

siwjnfa *T*fcf « £sr^fr to --TOssfaTfem^ ^ 

3Tf -- 2 m ^^EnTWTlwr: qftoH$<rW^4*M 4TO TOTtfej: 

TO to’ tow^cpw’ to ■PnsewLH fa* <rto* ctfi 
TOrftRF 1 lft?BWTO to <$TO «T«TO 

#fro^l SBRTRRR TO 55fero v: T%-TO toTOTTOTt: 

1 

&TtosgS* : gssfar: TO ’ ${%: » 3^ »flqw$d - 

?5^it to-*f*‘ toTO^totore*ro*iTOT i 3Tsr g awiifa 
to TOSrd^BT I 

Hngl. Trans.—That ( sandhi) is said to be the Mukha 
( sandhi )—wherein germinates the seed ( of the plot of 
the drama) attended by various incidents and sentiments 
( or betterMogether with the germination of sentiments 
that serves various purposes), and exhibiting the Praram- 
bha (stage of the karyya). 



Text—i SBBraisfWWSt l S&tm th 

*P! Hftep* 5R. II 

tfti! i to -wwiw* ftsffts* 1 «i*w t TOaft« t -wpwft ' 
aUgro ftTO TOmftqftM gi g g iw t faq j wiwm* s r TOro n 
l ^fatw w nKwyw » Mfe^TOroftfsrS'T 

«jf* I 

fact— i m qferoiMV g«RiNMDiw: 

gssNV arrftga «nfVw« •wunmVihkii <s3^i 

sna^ro g<HHHrw«w »p swtiwws gatg: «n*iwt«ft* i H . ffir 

jirot, artists fara^rW^ ataw^t-Mtoi. ft sapr: aw- 
aw qsto frroR: fate* ata^f: a wnt ww, 
aiftg taftraLftafa atg^r: ffir t^w 33 aafa era. aia afti- 
gam.1 aRtgtsW-afl a© grofaroraai tfro afara-- a^^g 
a awier <rcg %aiftr sroPt a^RTO,- ifa at'*R i 
to’ f^ 'da%a-«gaj aftaat f*s%* aro ft>ra<©w?«ti 0 te 
stor" ggsrfagRigi " TOaft-ro totop*i aa ««tw- 
aaaaT sftapr JnsRpf HfagaaFat awsist arararor 

5 % nii<4w groara. spfaafirofs iftaftro* aafa ian* 
aroh TOf§ a ia wllwiwm —ewrewfa- 

JftNWH.1 f^PRsftTOaTOfRJTOI spfRst t” 

Eng. Tran.—Pratimukha ( sandhi) is that in which 
the principal instrument of the aim ( i. e. the primary 
means to the end of the drama L which ( in the form of 
the seed ) has been inserted (i. e. sewn ) in the Mukha 
Sandhi undergoes development which is ( partially ) noli- 



m w 

ceable (and partially not) i. e. which becomes percepti¬ 
ble to some extent only (to some persons) and remains 
in part imperceptible, only to be inferred. As in the 
second act of the Ratnavali—where the seed in the shape 
of love which serves as the cause i. e. stands as the 
means to the end—the end being the conjugal union of 
Vatsaraja and Sagarika, and which has been set in the 
first act, undersoes developmont by way of circulation 
which is partially perceptible being known by Susangata 
and Vidusaka and partially inferrable by Vasavadatta 
through the (agency of the) picture-plate affair. 

Text—I ai'gf&WT I mft 

ifo: I *r4-’ I *T«TT — 

Trf%3TT fa =f gsfa” f*r: i 

< »Trr: ^TCRlf: 

qvi^l ftf^SPBS—^ # *fri fw or cTT%ft 

Tfafafa srrfatfr wi fasraaro* gte? 

^tfa ^ Tfa ” 3*^1 gsRft TO^I5Wlftl^Wld.fRr: I 

<iwftwp «i<iwnni£ i $r&iraitraA i 

f^icT— i awtnsfafa*’ ^i «b 4 arrair *ftr 

wrfa-'fiaw gwtfrsiTO roffwiTrt anrwRtft- 
5WRRRt $fa ntf* sfa «rrawr i 
«Twl ^BT«Wwn 3tftff»r MRl^pMngT 



ftW5T afflERTs gfaWl JPBRT »Ic!CT 55^55^- 

^rptt wWtRfcwq qfa qrqq. ^sreH'tww *s^m taqgsft^r 
sswnwi sftoq 5 ft *nq: s* 3 # 5 : qwHBWK R ^ 
t^ft 3 qirafer: i 513 * ^ftera? 3355 : tfftsr;« ft 3 
3#q: 3NTqT%ft3: q^ T*3Fcfr 3%?U cNT 3% <m ft 
sfTSjq^r: afSRTR srrq^ I ZxK qsft-qft qft I 3 3 T 53 :— 
sifag 3g: qrcqra* ttst frar^WR 3 s#q: i qra: ftraft- 
wwra. sft^rcq gqqsrqtsprw ftd*rren i 3 F%w^— 
<rcq sigcpqri BTTTq^^mt'TTqFqq^f %q q <rar rafa«i 1 *i# 
str‘ qR'^stT^qsir-3?^q *w gfnaqtaqw ftfe $ 

t*ETFtT srfqg 3?fq^f ftd’ifcl ^^STFcTTSTTfcW qt^l 

3 ?q 5 ri# qWMW qqr “srftgqra^qt - a^rrawraqT 
^rats^ftraw qfa*q qMNtifqsafv raramt 55 m: 1 g*i- 
33 : rafft:, 3 qft=^q:, 3 ^ 3 *qq 3 rM m qR 
#rs mm ra^t qqqfarftft" 1 qpafaq qr 
5 ?qmq^TT arKwra^T-qr gqra^fr ^q*q&, #t ftfftqiq^ qq 
^NT4 r 3T srftgt qr q ftTrarrerr (mftrawiq:) 3T 3 aiftiR 
q 4 *raft w ws^ftqt gefrqx qT <rarar cranft ®ra 3 qw 1 
aqqr t$q <raraTqr ^ifrqra. qqqfai: srqsrftrc# s qfasftra ;1 
^qRi to* ft sftsfai “ssrcssr affair q%raT#rou 
drorgft 3 ^q qcnqftn 33 rar: 1 ” 3 «rararar: 

33 jq; fsrfaq, fi^ipftn qr ^1 q*‘ si rarercg « w w fr r 
mferaft *qrcqft 1 to* ft qqspfa—“ 33 ^ qgrcg*q ^rwT- 
gg? 1 mm* mw ^nrawi *qra q rfft 3 3 ?w” i 
*aiq*qr: sqnsjqfaq* g siqftEf qf^-gdfasg qqsrcraqq 
qvOTinwwnri^i 3# q q ft«ig3 ra ft»ifa3<»itq^H q ftncwr 



sretf a»wf<wtwi 39: site 

Jpfc^F 3TOwifJniK<ift i Jwi»3|ti»i*t—''‘srrfta ^<ftiw r <«rt g*5*r 
spt 3<TPr” ?Rr 1 

Eng. Tran.—Garbha (sandhi) is that, in which the 
primary means to the end (of the drama) which has 
been, to some extent, illuminated previously (in the 
Pratimukha Sandhi), undergoes elaboration, very often 
attended by decay (due to obstacles) and an attempt to 
do away with the same (through the removal of obstacles, 

the cause of the decay— gg: 1 

Garbha (i. e. Garbha Sandhi) is so named, because 
herein is centralised the aim (i. e. the end, the main point) 
of the drama (or in other words, it is here in the third 
sandhi that the seed of the drama attains visible develop¬ 
ment and thereby the plot attains maturity). As in the 
second act of the Ratnavali, Susangata—My friend! 
unkind art thou! as you do not bid good-bye to your 
anger even now when you are caught hold of in the hand 
by the Lord—with these there appears the illumination 
(of the plot). Then it vanishes with the entrance of 
Vasavadatta. In the third act—-there is (an attempt at) 

i 

re-illumination by the following (statement)—why is 
loitering Vasantaka who has been despatched to fetch her 
(Sagarika’s) news. Vidusaka (then says)—Ho ! Ho ! My 
friend will have such contentment at the hearing of the 
gpod news from me as has not been ensured by the requU 

11 



it* wfrwfc 

sition of the kingdom of Kausambhi—here is (again^ a 

case of re-illumination. Then there occurs a case of 

disappearance when the lady (expected to be Sagarika) 

is recognised (in her stead) as Vasavadatta. (Again) 

there is re-illumination when Sagarika makes her wa$ to 

tryst. Again there is re-illumination with the binding 

(of Sagarika) with a noose of creepers (by Vasavadatta 

as it publicly betrays mutual love of the King and 
Sagarika). 

Text—i m steft mfrsfw i 

31^ JTT?^cc(0[ fqfo,i^U[ ?T3^fc5T, 913^" 

5Tf^?T# tepf elf fw 

ter i m arftet am: (\ 5f«rr=f) m* 

'mmw- 'm: wct: srte>: 3%*r: sorter:— 

atf qjuqt^fnvt msm, ^nter 4 , mm. 

«rft 3rfasOT( srf*re s 

< stricter 

f asftvRT sEtera urorte) KRKW : Sfftep aWRFfrte^: 
arm. s ?rteri terar sfa i foam tos£N- 

<nt* wV qr?r^lFai% arfter. sfo tew i sra smtii 

^ mro sftte mm. 

A 

m i stf ar?r : 



win*?* m 

ftPR9%> »t4fwftw: 9 ftp# I w#t 9*9 

# 195995 * 99199 * 99 apRgrr wwftj— 

ftnftft i 99ftr »ip#* ftmtm ftnwg^rm ftura# 9591 W 

sigtfr^fflftRftftut 5 % ftnV % wf, ewrftr q9m.ftRi- 

jftqg.” ttfOTWHr 9fWTl 39%R: (#191 WIW) 9 

jWRfr 9f9B5I9r:, Sl?jfa*!9?'759Tqr5:, 51999. 9PB, iftlfep 

#999! ( «mni«|!j| !) 9ft 9$;5tW t !fr9K«Wft l ftlSlf 

anftsfiRIi 9 P 8 B |ftl 99%9t9: ft#9ft9! I 9 9 

ftwtwr-ftreii 1#99! sEt9t9!T*5t9 39?lft55t! #tl 99lffc 

95-5W9 I 9I9f! 99t-*l5Krefr 9t g!?9: 999! 5T9J 9! 399ft- 

<99! 9§S9ST99319 9?T -9 3 3#99! 9>t93ftRt3 

91%9 aflftf»*%3 9lfP5l@tftlW^ , I 3RTCt%9 af^BtfiRP fftl 

9f99!rftl! it9T I 8tPt9 '-59n959t 939*“ 3?IWVw<<49J*it 

9I9999t9990t fiWTJRBP#-39099(91591 ftp# 9^19!" #T 

9l#: I sm' 39TI99 99t MWfft 9'Ss*' gfrmftfUTR 

9>#t9rt99-TE955j! I 99 91 93*f? #9*fa: 3# 9% 9*9% 

991 91 9g<ff 99W ftrqtnfaftfcT 919%, 99t: 995^ 

atfttnt. 9g*} 9?«% ( ftprcfct# ) 9519! I 99tbt ,91^919. 

3t9t 9?%! 99l^r aflrtftr 9*99ft9, mftl 9 99I9L 9*9*% I 

* * 

Eng. Tran.—Vimarsa is said to be that, in which the 
primary means to the end has emanated exuberantly from 
the Garbha but is (at the same time) confronted with 
difficulties accruing out of curse and the like. As in 
Sakuntala, in the beginning of the fourth act where 
Anasuya (says to her friend in the following way)— 
Priyamvada ! though the auspicious nuptual ceremony of 



<1V* 




our dear friend Sakuntala has been solemnise4 in accor¬ 
dance with Gandharva rites, and (though) she has b$en 
united in wedlock with a suitable husband—a fact that 
ensures satisfaction of my heart, yet this much too, is 
such as deserves consideration*’—the affair, beginning 
from this (portion) and extending up to the recognition 
of Sakuntala set in the seventh act, is beset with obstacles 
in the shape of the forgetting of Sakuntala (and hence 
forms the Vimarsa sandhi of the drama). 

Text—^ l 

arsrfcnM ft m.\\ 

*’*■ *3 

“ fraiM H wi i fcft* HI fo s faa - 

iwra ft fly greiqt m rfiwfuwH. t spit «rr 51^1% wwr* 

<wi fa* n i <t. <[fen i 


ftra— i ftsrfWt: gsrewf: to 

tyEPfaU TOWpr: to: ) tWtaMjl g<l ftP?6 "l RlR l 

jftiprr i tototo. n i awwwHirf fawi o&m ffa 

»iw: ftsWi Mffn: ^3 ^3 9lfts OT^reti: 3JTOWt 

gwfiES 3^ sfagti^towT =srewffcraT: «wf: 

vitynfiRufN sfrspRjr: ^Yarefg?m si^sftra 
«$ 0 t ««Nn —to aqjti w- SOT t^r.a^i 

ftwjn gwfero. sNffiJHt. adroit toto. gw&wt- % 

fptTOf TO TOT 4l&m&l s 



imam’ og B wfoR' wJMH 9 tn? iWtt ’ nw.fa ’, «rc$* 
d n W TC H d^ft l 1 g«if*g M ^ptf^S 

jwhmu fawn fcs P«(«fwHjft TOtftowrc^pP ‘■iwsbwh. 
^gwpftePRifoa? «MPrat! 333: garsnftwra tpr spot- 
»prcft fftt *tpt: 1 aw =*g&r ®nrrfH t«otl «r^Rt t- a^rfcR 
SOTjTt W Mdgft srcfait **£ «ra^«r: gfafa- 

Jrfwq- I sftfte* 5 WW 

htol-(to) 3 ^r *m sfoRto fftaro 

to srfa* to mro- i^r- 
wte sfaflfo ifa HfHT H 5TOt arfag qurfiriHAftf 
TO% ?fcr ^“TOT%t ai%r An^^wwlwrfc htto «ro 
^ frotf *rrfaii ifrq#r fontf *Rtg *rag 

T*f *fa: #hWT** %3TTOR fftt 3#I 5W#*I St'flft 

%WTOTO $ ^ ftw; -snf^T 5C ff ^3< ES TOq 
tow s- lw Mroro* arrfif grosmft® anlWnftr tftanrftt 
tffa&wtw* 3qi*ferTft gfW%TO 
growif^fanroG ^wTO Pfrrftrowwt ^3 #3 
^tori^ TO^spfrro^ g^ fa*& 

T?* suftTOJ OTTOig. • 9?TO^Rfr TO ^fH^I^«ITOL 
—TOf ari, ^RfTOT! TO SSTfafTTO TOfll 

to* sfafef ttfn^f hi hstotj iiycigm ! 

TO H#TO ewfW^HTftwr I IgRf l ^K * TO TOTOt 

\m r^H uwfa 1 ptH?*i r fl E i swM^ 

1 TO^r : - ( TOfiwt ftwfer «wrof ) 
«n#?, gw<M tR3^-TOT%T g ft rafafa Mg ft Nft W qBi%» 



Eng. Trans.—-Nirvahana (Sandhi) is that in which 
the topics which are relative to the seed (of the drama), 
and are set in four sandhis such as the Mukhasandhi etc 
in order, are made to serve the primary purpose (i. e. the 
chief aim of the drama). As in the Veni (Samhara)— 
The Chamberlain (Having approached, gladly)—your 

Majesty ! Prosper, (my congratulations ) ! This is 

< 

Bhimsena but not discernible as such (since ) his body is 
red all over with the blood oozing out from the wound of 
Duryyodhana—with this and then what follows, the seed- 
topics set in the Mukha and other sandhis—such as the 
locking of the curls of Draupadi and the like which are 
thus lodged in their proper places serve the • common 
(that is the main) purpose ; or as in Sakuntala, in the 
seventh act, the topics following the recognition of 
Sakuntala. 

Text—ffe: i 

far— i mm, to pr* 

srfcpf to sftoj i 3^ wrra- 

5H&: 'ftm STOTTO4TCP TOPHI 

TO 4 5rfc!# m 

Ufa wjfawrp to^ 1 " a * spfr^rfW* snfimrffroM 
mF tovotp smmwira arcftarfa:— m ^ sjr^rfirop 
mbm \ fora swdr ftwufrftgra * mmf m 
Tftsarro* ft*$s** wf ft re ra 'mnm * tot 



gforar i ai^siT ?rrfa snrvf^r 

*WROT( ^ftJTH.f^SpTWi — 

Eng. Trans.—The parts (i. e. component parts ) of 
these (sandhis) are now being spoken of by our author. 

Text—| 3<#T: qffor re ft I gfa: 

srrf^ci: srorretf ftr«rr?f qft*nw«i i srgq: ^ qeusnar ft 

^ v 

T 5^1 

ftcT— I 5% g^RF^ OT$75T€#fH gtf^T SfffTftr 

1 

Eng. Trans.—In Mukha (sandhi), the (component) 
parts are the following—Upakshepa, Parikara, Parinyasa, 
Vilobhana, Yukti, Prapti, Samadhana, Vidhana, 
Paribhavana, Udhbeda, Karana and Bheda. 

Text—ffe: l - 

fact -1 t$&wp trqnr^gir^JTrJTWRTn. qfa? 1 
Eng. Trans.—The definitions of these are being said in 
serial order. 

Text—I <wufa gfa TO* 1 

- ifoi wn ^wrt 

jxm i en^r afarfrr 

srefusp ?» 

far— i 3 #?^ air^ gqatm^ sfa gq$qi i 

3 «BTsqp5gi 5TT3TO *fTS*b HPdMFlfaVF 

wfpwrrag, s*#?: «ii*riww!«p 
top «sf*iep \ *wrft[ ffti epfaiRp 5s ro ^ s#p sfa 



wPI WSi $TOT$—'WRTRf OTlRi fRf I «nWTlW-*- 
3#ns <faro qjpf «sop> g§: i tiiaOww^ t <ftes? 
wrcjjrcSw gq$<t |ftr «Wb i «w Mdttmfl v wwrfc 
W: uftftflblMgvilif: jtaftawiv ?W SflPRJ^f aifp^r 
wfen gq^i i >mt <rr “rww^rt— y^n^wuft «rangPi 
w5ftrq%ft^Rmi.i sjpfrif «OTfa fitftK i Vffftfflft i - 

g#>p-S?nf^rr ^i^wnfr <h«ki«hm *sm#- 
snfifi^pwgfa^' gpgm" tfa&f i qfewraH ffa gqfqs i— 
?faqfw i 

Eng. Tran. Upakhepa is said to be that which intro¬ 
duces the main theme of the drama (—-which is known 
as Kavyartha). The word Kavyartha stands for the 
main theme (the principal subject-matter) of the drama 
which is (really) the point at issue, as in Venisamhara— 
How can the sons of Dhritarastra rest in peace, so long 
as I am living, the sons of Dhritarastra who have struck 
us in respect of our life and property by setting fire to the 
house of lac, by administering poison and by taking us to 

the (Royal) court, and also by dragging the hair and 

* 

garment of the wife of the Pandavas. 

Text-*§fa;:i qq ^rr & fl g g q' jfcp <rffc*: I 

#n 

“5T25 n sV m ftw f ftw mmft I# 

jpn*u 

$gj t ^wid n 



TOW* 

TO— I flg?I*rro TO* TO9I w TOwTO^J! 
‘«ftro ffrnn*: *i§s?f *§oft%R: ^ft^^rr arffew^r snflrate 
arm. j* 3 <rftw sfa 5^ sfcfa fo: tfr*r: 1 


«?*ft erofr **r er4-"3W ** ft raft roTO^fte r 
sffirmqR flu&*<&%§: mi TOp wtftflww i* vmm- 
^r' fsnfcrr “srareT ^r%r 

^ftri^fftar args^maft^:” 5% *f*R»: I 


Eng. Tran.—Parikara is but to be known as the 
expansion of the subject-matter that has already been 
called into existence. As therein (in Veni)—The enmity 
with the Kurus that has continued (all along) is (solely) 
relative to me—even from my childhood ; Neither the 
venerable (brother), nor Kiritin nor yourselves have any¬ 
thing to do with it. Now, out of wrath, Bhim tears (the 
turns of) the patched up peace just as the breast of Jara- 
sandha. Rejoin (or defend) it (if you can). 

Text 1 rrfa^t-qfr^R?: I 

fftr. i **rrdta 

» 

§jfrro 1 «nraw4g 

qsrefrf^fmrfa w'sMrftr «wl*«$f5 *fors n «pt 3#fr 

■tft ^ rra wilsft fcwwftwwii 4f<at 


• ftra— 1 wwwra. qftwn . »f ast 

«ftw» fireftr. firata ufr iwftnfaftfa qft*»rw 

wfn I cPTfm -Il 1M*M IWWR 





i aw qa f tawm , aprmr^ fcp a^r-^w *pe$ 3 *#r 
$% sr 3 ffcTtwrow q q rewr w *% *rwi «p*rffa- # 
mm to e w>r«re i aftsfa^: aftroptoi:—aw, srn& 
afirrttf *13^3 cfw 5 R 55 W 1 ^pt— 

arrsn^i ?rwa ^ ^t%Wi «rftwi tRwwks adtefa 
affatwfa fa«s 3 far *n ®naftp STfiparrftmfa: 

ffe ^rpri-awn *tfp' ^wrftwn 

9ttW^t afeft 1 ^ faflW tfT5f t^- wmftrfcf 

vm: I 3TW W 

«rfa 1 aia frfTOJ wxwwm «twt 4 w fasfci 1$ wrot 
qftwra s 1 g g reiRft mi tzxm&tf -“arc^sftfr^ «iRw1- 

fftt#'* ( ^T V*) WdfK ^t%5f 5^PWi: WIK' 

ifir aftwwi 5ft «ifw 1 

Text—ej3T5f*rpnt fl«*sM'J* a^R% — 

fftp i TT^rf^T *tmfo trtwfaw<n mfa 1 

ero T ft 1 

fm- 1 ^jcrrf^ 4«ff«ift r sfrfa annft errors flwtotf- 
qww ftrafcb 511 mi -an^ 3 #to 5 p aftswra* aftwra: 1 

af^Ami ^3 awPITl 1 ’ftwfaw* «IT%> <ye^T dTf*T 

metBWTw I 

Eng. Tran.—Parinyasa is the firm determination, 

. relative to main theme (primary object) of the darma. 
As there, too—Venerable Lady, Bhima will braid your 
hair with his hands turned red with Duryodhana’s blood, 
tendered solid after having expanded and deposited 
Duryodhana whose two thighs would be pulverised 



by the strokes of terrible club, wavered on him with my 
hands moving to and fro. 

Here in this connection—Upakfcepa stands for the 
short introduction of the subject-matter that forms the 
main theme of the kavya (drama). Parikara implies 
expansion of tjje same. Parinyasa is the entertaining 
fully at heart (of the same) with firm determination and 
thus lies the difference of these. These parts appear in 
(the manner of) the aforsaid succession; (whereas) 
all other parts (Anga) may come otherwise also—i. e. 

without any hard and fast order of succession. 

+ 

Text - \ tpimvA 

3% i dN—i itr qrft- 

ff^pr r w arr am 

terer:” i am mffigrar ftg 

£ 

far— i siraw? suftrewr wr ( anwin 

wiH-W sms fireiyp i n sforrc: era. 

fi ret q q q, soft i aw* iimrftis<nRt 

jrapfcr' isRp-srar stoft ‘siw fa 

5**' mr fftftst i m st'RiT saffcrcr- 

Ww;i jwt 

vnwnrt srrftrew: totip wH-jraf ‘at ^1 
atm 4VsRHiNi’Ji! fasw ateiwsq. ssnft snftwwm. 
siww aiRiHi t?r ajfaarasfarpprri* faSrami w «rc 



“erommwtrfti” (vm) 

amftwrn wi*w4«atHWI«H«*- 
sfc tafbwtftpfniprftiftr 'rfto: i tea <HtegMWi*ri3* 
»fon »« i ftKwftw i tewfo st smro spnSte'^ sr «nr srrte- 
-asT*rrs—31P13 «Bsrf 5 ra. snstwrw tpi 1 aw g'nsfrrf^r as 
aa^ i ^w^q rarawi to sire*w w i forw: rjjftgf ^ 
aw “rftewnteaa^’ iwtfic a as tefraa- 

ftrteam awur' wrfa 1 ^ anaa f&rr awRKtwn a^aia, 
sruhww. <te n faw«ft aw: 3»aw*(a iw= 1 apaai arte 
aara^a “rforrajrrftrc'w^' ?feaa, spsnjrtfa a *wfcr 1 

Eng. Tran.—Vilobhana is the (capturing of others by 
the) describing of the excellence or merit. As therein too 
—Draupadi=my Lord what is impossible if you be angry ? 
Or as in my Chadrakala in the course of the description 
of Chadrakala—It is she, the exhibition of youthfulness 
and so forth. 

There is the description and others of the beauty of 
the deer and others in the sloka “Grivabbamgavirama”— 
in the Abhijnana Sakuntala and others—but it forms no 

1 

part of the sandhi ( viz vilobhana is a part of the Mukha 
sandhi) due to its being unconnected with the main topic 
of the drama. This is to be known or inferred in the 
case of others also. 

Text—Jstei q &iquSwMl jFto \ 

1 W ~Wi TOW *flW srftl-wn l m TOW- 
vw arghJWf ^ wi WRP fsrch sflflo WlWfwti 



V»l 

" yura. fiiwfti tibraSft v t q tnwrd srewt sawt 
Iwn I 

fan i swfrin iufwnm . srarawm f*m: tpi 
gfaftftr mt i avtfe t^i—ewp^saflsrawf f| fafcflsfw- 
fivith wRff am—WWsft *fW sin a&st afa— 
aim l 1% gfMwftfiai sipcm i?r 

stfomfisi tp atpaf®! anar n$ai—sfe awm. wnsrcat 
aisn. swts'stft gRp i an. am—(^Jiwait) 
aitma. sra$®?a : s^Vwi^taf r<HKi: nm% 

1‘aafa tssrajrfa i mf wmt swrt mrnfnr: 

jtows ( smran^f) %snwi a wswfti gmH. s% ms: i 
m ns sstmraar aissrcmn. gfe i ssrirk* 

am wmat ataKrciaam sffo- s sT s ftr ast ^fts^mr- 
gms Mtot gsSlnigtem. i afmr a am am— sram mjgt 
fad&rcnncfo aiHffar as as wfa apm. 3#s4 atsr- 
tftfcgq fr mrm wrmft step” sfq^n amftwn; aag: s*- 
*ti sniossi mHifoas\ssisaK.mrt. a ramR i g&ati- 
arawts awwaqa i aala aa>as&nam<. m gL • gtefiifa 
sftm i 

Eng. Tran.—Yukti is tbe final ascertaining of the 
object ( in view ). As in Veni-Sahadeva to Bhima 
“Venerable sir; how is it that the message of His Majesty 
has been accepted by you without having read the signi¬ 
ficance therein, from this up to the statement of Bhima— 
The destruction of the enemy's family is putting you 
tashane in hqmnn sociatyr-but the dragging ofthawife 



I'm gtffenfW 

by the hair in the court does not cause your shame (in 
any way ). 

Text—| srrftp ggpw I 

ifa: i *ptt dfc—^ 

OTNJ cTT 

gyftjjofi i 

ftfcT— i w§& amw <ttto qrcfliwn *r 

grosrrffr srrfnftfh i w sn^: 

* *t<n^ Sfa*’ *T ftRT E jj ^ : Shgfarftf 

*fwt ?r gfcf ^rt to* *fop?? to* 
ym\ ar*^ sMt am-™! 3 ?^^* ^ qro to^ 

a o 

erat. 3=1! 3*1* *m i ssrtrr’ w mwai *— q m fi sr i (stm 
itei wif <RR(t) wpt s ^ g^pfr whs* 
m?W <WI l 5R(. 'TC-'tiW'ifom. if 'iflfacW. t^Rq ^Hlsr Xpcf 
WSTRm .1 tefrT «inf«firii gtaPMM, srfaftfa I 

Eng. Tran.—Prapti implies acquisition of happiness. 
As therein, too ; shall I not pulverise hundred Kauravas, 

o 

out of warth in battles—and so forth, hearing which 
Draupadi says gladfyr- my Lord such words I have never 
heard before and hence please repeat those. 

Text—ssta: I ifa gipn tf *ra I 

ifo i srar dfo—( *ff: fajaa' tot®pp 

tjjfirm-tra. aswfpnpftwwt flfoiwiV 

ifrftf *nnm wifai' fsssi f^ai i d^yt i KftwH.^ » 
wn«Kww& jftfaftst' aipfif u m 



to i»>>\ 

37H3 trftr 533% jMrasnrofti*ra- 

£7 3 * 3*11 fe<M i<t tuttrh \ 

ftra—i fop snrom sp i nwh , ?% miw: 33.3153 

33133*5 I 3tf % «fhs^t—4^S^tI JjWNMl I 

foi73 : 33133 %% wwni ttt WWsft 57 —g%%5P 
3%s i wiwwi- 55 ' 73 . fo$fr%: spjrpht- 

*f%333T, 3315% $33! 3: 4I<MW %33: 331 *UP $113.5% 
*fo 5% S!ft33 fW *f% 33: 3P 31^3 3 P 31 W»HW» | <K- 
%ra~3 5313! gfcMm 35% 3133% S^OTT 3*focl' 331 
513731 35L3 *i “l l f 1W38tllfe«H W%13I35 h 9H 533$ ip' $553! 
TttWfcSP 5lrf%' 35 %315TT31313. 3!f55 331 fo%3. 5=5331 

(33T gfaftsfci) ftpra »5 9!% tffef %tect—33: _ 3ig $ra- 

33t%:-fo$: ? pttap' 533 4I5II*A?1 i%7 aifo: 3OTR 

«H33‘ 5|3|7%3’—713lfof53$I*5I3: 513Tft53J5[ ip' 37§3I7(: 

3731 5753! 31 g3T 5%=^ 33H: %5I13f $313t 33T 

3 *> ^ 

9I33TP ( 3 : 51TC13$3 ) 9H$73: 33jftil33. 5?13 : 3TS5T 

353. %g<* $17*71%: 1 $53 * g%%P 53*5 5% 

^ Pqf^H 57H?^f $l773t%: ( SUpiT) $P3 

S33% $^3*% «r*f 3H5^H %37% 5% 5713: I $3 "3R3I 

*pf% 3% fo% 7T3 ITS 1^ 5% *ft3*5%*7$1P ait%fop 

S3!3fo$! 83J3T !13t33I33i!ftl33fo gfaftsfrl 3y*fl%3- 

ftt% 3%3 5*$fal 3*3$ W!%3%m 335% 5?33T PlfodPIH. 

®l?t33I3R3,t 

«P WWfcKP 3 4 1 3 1 3 3 , SI303J7 3%$P 3 9$f %3TCS— 
33! ifo:—333* 713I®5PI33*I> 3331*1 3%^33 $I%3— 
33^3S!ft!3 533% $51$: 1 (55fl$g 8J%p. 1(^1 <J«f*|7 




resn) l fgisft ^Wn^WRL 

«* 

UHWM4i.i «ftaH fewixwa wt aVNpi'tog. 

8RI^!‘ f5RH. fftr 3 MtM,OT,I ?BP?IT- 

sgt" sfafo <wi'«rip OT5PI 3ri, grofai (gpsif) - srfcw 

G 

mu wn otwwp ^ mfim \ Stfijg ^ it » m. 
sf®%m frfWi i-^#f qrow i w r <«w4kdjKwfc ^r- 
sEftarai mfforw g g y c ff TOg f ^ - ^^ ^ ^Kwtwpw- 

En g : Tran.—Samadhana is the re-affirming of the very 

seed of the drama. As—there (in the green-room) Hear 
Oh Kings Drupada, Virata and others ! 

Yaudhisthira fire of wrath— 

The fire of wrath of that which Is produced from the 

log in the shape of the game at dice, and has been agitated 
( stirred up) by the dragging of the hair and garment of 
the princess—the huge fire of wrath that was with (great) 
efforts slackened by me—being afraid of ( as my mind 
was afraid of) the breach of faith (i. e. break of the vow 
once taken or promised ) and that was desired to be for- 

4 

gotten by me with a peaceful turn of the mind intent on 
the peace of the family is now spreading ( making its way) 
into the forest in the shape of the Kuru dynasty. 

Here the principal seed that was sown by the express¬ 
ion “They will remain in peace—as long as I am»living !’* 
has now been approved o£4>y the main character of the 

4fPM W4 A9*#by-««I jn» itft SvwtjMM. 
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Text—| I 

?%: I 5WT qTTW^ft^— 

^Kjpifcfiratf ®ra5r, ct^r *T*are «npicri i 

gnqsuvr : 11 

W3TfW S Wreg TI R - *'^JTf^ I 

f*RT -1 ^ ws'- ftftcfr zfrssJ: ftqzreri^rofaft 

qjfam i sfafo ftt*Hftrft*iRn i ^r* ft 5wr%— 

ft v 4I«l 5^5*'*®^^. I ^N^TTft ~ ^TtT s clf^HH jH^TT* 

ft^: i m^’ TO^f^t srkmgf^r <R3Rm: ««pt% -1 w j 
as y^rsrfaw*. wf ^ a* ^T^zf Tsrca: 3 ^^rpt: *rt to 



^ftisnwiR gnq^ siuma** 3^^ i ?maT^ 3 f«r>rsj 

ssaft^r ftrerer ga- 

ftTORl sm ^ W JTT^ft- 
jttwpb^ wfs$ “araur g§’ fc^TTft *#r% f jno5?ft 
ZTTWL -'iUM I 3TW tTTSc^^TOTlfFT^ OTTO|at affaig- 
go^r trrTOf s^sawRsrftsTOftrftr «rfara: i 3m* ^ 
Wfeftft (^ ) KftV~si3 TOWRISRpftl fWJTft 
grfteWKW<fT -~“W 

a q^afa vftrof’ \\-%fa stairo g^m 

^&<?lld, f*I^H Wet ^f*l*fi’ i 


Eng, Trans. — Vidhana is the statement that gives 
birth to simultaneous weal and woe. 

As in the Balacharita—“My boy, seeing the excessive 
enthusiasm of yours together with your tender age, my 
mind is being simultaneously seized with joy and sorrow* 
Or as in my Prabhavati—“that which does sprinkle 
the eyes*’ and so forth. 

n 



Text-^HPl ^StarJifcfTFRTI 

if^»i *f*n ^nrwHMt “p‘ «raW tferarar <s4- 
5 KW<crh.—] 1 % <{tf*r tj#r 
^ w^gy ft d u flqfe i 

fira - 1 ‘<HWE3 <WR»t% sfttScIT WH. I $<t£<AH, 

aw srarf ^nf erresn iftnmi ^ftrari 
3T5J fgg33BHi: fiBOTT! after: I H* fX*T 

^r> ip Tf^imr ffct wcara: i ^sterfan- 

■way i fl f jptrcj: <Tft*fra:iTi wtl stPr tp^-awr, Tftnwt 
si^apn^Rni jjstt Mtfstf: sWfr g’s^vrfersrftr 3ct * *n ?fct #ter 
amft^i apRtf ^sf'^ftwwBi «*prfii-“!ira fafagr^n g* 
S3JtecteWrfacm«rc: Sjaf I” <«|5|<!fl<t 

ifhRjT iftniw f% mfto: i sgraRrt wimmt-am 
^rmftssi (?fT sfewO mm srjri t*? spur: ^tf spfM^r i 
wprflr 55 fi&srar tp rp^ ^il^riftr 55^ mtsrcras? awjr- 
WcMIWWJW m SteRteT <i«|!H(WHHI «frfttK«4l<l. 815 !R- 

o 

wfcr- T^WRT |fcT qfa«>: \ 

Eng. Tran.—Paribhavana is the utterance that produ- 

/ 

ces curiosity. As it! Veni-Draupadi, doubting as to 
whether the war will come about or not says after having 
heard the sound of the drum—my Lord ! how is it that 
the War-drum with its roar as grave as that the clouds of 
the doomsday—is being beaten off and on ! 

*$m i torfor sd?s wufo i 

iftr i »rot cm i mm j yd* q wraw- 



5PWTI- afNji, SJSP gfcMBII ajfip- 
$ffai«ftw' si <wftr inilsttj, ii 

ftra I sfarfel "apwist’ SHIT^ HT% 3T*' 

SS 5 W Whjjft sftssb faw flaft^criwr: l^q: 

sni: awra: 3 ?^: i ?wrfs tftgjpfignftR:- sforesr 

g si 3^512: g ifa <p®n 1 trarf^ israra: ggs^r 

sjS^mi ?si% ggr Stotf wwfa *rrags^Pr?nit 

ggraigfag«iT 1 *ftg: ufagftK— hji: fgrrft; 1 j w>M[<sUi- 

awn^g gi srfci: srai^w rm 

iteiitiijWT asmr ^ Igijfej angg^srw gr^m 

331 3TpT--#foRTT: g*JS5q: sitonfagr: ^I^TT: ^ 

am, spr: gsRPi *>mfttggwftftn gg 1 am 

arcrfirfaqsl g^ns^igi'ftaRsrg^nagsiaiinpi aursKte 1 
gfaftg g apf Jigs': fg*rft iffet a i wif 4 f 33 H«sa<airai«Kft 
33. Jiplg JRfem.1 33 «r “sra: gcsmgwftgspRn” sssnft 
sffa: isftggi fa^gi^g ggraft 3 tp ifa%g sui 

g^ft 1 4 «wisg( «wt Wfistf sgjrcnresr spigg- 
wpftwsfl w foiftnsrag r "aigngra” j) ffsiifo n 
“g^sigw” 131^3 ^ i g g^ g g g^png. gg*tg 5% 
gfira: 1 

Eng. Tran.—Udbheda is the gemination of the seed 
of the drama. As therein, too, Draupadi—my Lord I 
Shall I be again approached by you ? Bhima, you will 
not again (i. e. in future) see Vrikodara with his face wry 
with shame and exhaustion ( dejection ) due to insults till 
he has not finished the Kauravas ( Kauravyas )• 
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Text i 3 ^: iHbdl^RWT: i 

sto \ to a*W-%ftr l iMBwt fspwjro 

ffel 

%f I ft TO ^ wftrfa 55^RlfrII wf 3^i S^TO* 
srs^ si^fr tfr faqrost «wiw i to% sftw-^a^STO- 
TO*W wt q’ftro^ 5 1 ^r^ftsfa -- x^iW 1 ” i 

m*S\ to ^ft - f< ^L qwrfe i *rwfr §^- 

srro i -aro, *rero ^rir^mT tons* 
i” wftrfo 

l TO fl^npi cRl 

^ *Tfa*rfa ffe ^ ^ s%ito., ^ w * 
«tsfa to, ^ ^ * 1 ^ 1 ^” i ^^h^kiimwTh fefch 
^RKwmT^Wftfc! srfto: I 

Eng. Tran.—Karana is the setting in or starting of 
the real undertaking. As therein, too,—Queen! how we 
depart for the destruction of the Kuru dynasty, 

Text—i ifc: sfefoftpm i 

ito i arm tm—aw t^ra srsfe fiwfrs^ vt^r i %fayt 

‘%s atagign” awfct i 

ftra— i daraw tpt ^ i qfa r faitn . aw- 
WKW tpi ?% «^5ra; i tpn W— 

w s<ifa «eh vw^j: ftm: ?ftr sfawim. 

mwi aw ^T5t^> awfcrc'*rcnrfa-%f%^5*jrrfaiTi aw 
%&3L iw^r mm&t. vm tj* gflp:-jra«wa 
w^-aar. at e grwpn >rar” i awraifr gasret- 
aK-aar wawfcwira wt - < * ft «4hh pf ait ^Ntrt^hh i 







5i#ert sT r rjpf^ *n tm ^ ! ®WT ir'lRf- 
q* Sfcp sfa W' i. c^sfrajniTO 



TBTMI 14J4 wftWBRiqTh I 

^ta r qi ^ wfl ftw i <k 4 #griw5 

^hTW^rWcfrq^rftr firefly <r ftrew qrw<pt: u 
$w*mv> stoat: sft^GnffaiOT 3 ^ 
qrftrc-. i (9T5r ?5^m* m- J ‘m&ftwit m g 

) i 


Eng. Trans.—Bheda is the defection of one from the 
group or the party. As therein, too—Therefore, since 
this very day, I have parted my ways from you. Some 
affirm that Bheda implies encouraging. 

Text—i ere srfa*pT3Trfa— 

i faara: q-ftstoa fagtf ?rrw 4 m 

W ■w4$>rdW cWT wre 35|5 l 

5t%5^ m 

3 ®^ ^g'trercfr *pfasR n * * 

ftre-i fto5Te5Picftft e^irrftt 

srefo i 

Eng. Trans.—Vilasa, Parisarpa, Vidhrita, Tapana, 
Narma, Narmadyuti, Pragamana, Virodha, Paryyupasana 
Puspa, Vajra, Upanyasa and Varna-Samhara—these 
( thirteen ) parts (subsidiaries or angas) are to exist in 
Pratimukha sandhi. 





Text—i <m— 

tor— l smram ^A spto^ej s^«to^ ftw% i am 

3m^^«TT SPR-Ii f[fe ST 
5TTWT gftlVIW: WRP ?T^OT: I m *qW « | SIT fo l fl T ^ 

smtasr enrrfe am *rfcr i mih f ^aq m ^wroi - 
sRfasn ^Ewtsfq — 1 ‘vm =q qcjrfftqf^Hf^m^ar- 
5W?rrofg<TtfTfti sptfiwjirft \ 

Eng. Trans — Amongst these— 

Text—erf^T ^fcmtorsTf fam a>»jir i 

ifa:—1 ?fr vfafr fwr sht^t 

P*tftT cwf WftV f^5TO! I 2T«TT 5TTf7cf%— 1 f&TT * 
3 *WTT, *?5RJ cI^T^^T^Tftr» Slffimsfa 3^% 

for I *P# ST*vfrw& SFT^T, foT5I55J^ ^ JRBT 

«wJf&wis$ igijtftifo fe'sn afm ffa i ft a**? 
rftmqajm i *r =q gwr^ smqTi spmw§ =q jpr. 1 

dcnfmmf sfa tfaawi ifohfrssfsm wm'- sre q n ftre - 
Mr 1 m w *m fa# 

mqRWTTO WST |§*p aJTCfop 

ijt «fm: *firomm: Jumr- 3 ^# ^nft, ipqtqT, 

wtf tf%TCT tp#f afqwmf^IT wftsr si%r 

imwft *rr ftarap «*n& 1 ssRit *ror arftmR- 

siaRrewR am $*Rrci swfter— st 

ftraroi j 

mjgtfta f^rr tpr e?& 5 % MtaR ^wrftwRi- 
fiiftqrs 1 q^L^ftsr 3 s%f-an 3 *nmft wr «rW»t anfr 



to' fli Hww «ir«w3 «mR! qf^EH^w: i 

qiwfcft •(%*!,— qqt *(whi taw smu SBRft swr 
wnr^n^, smta-iwi srai^l srcfa! taftsr «n*ra- 
«w*5sh ^qqsraiqjnnsqsr’' ssjqrcnr "amfa 

fm qsmnfrffef qftwrftn ?r®rrfq aw wfcr apjfr 
?fa- 5 ^ wjjRrawnwRftm fcraitawm 3f^W 
aqgf r sgt i i <Hften g»i dt fa<*ra tfa i 

Eng. Trans.—Vilasa is the attempt or effort, taken 
with regard to the object of Love. As in Sakuntala— 
I admit, that my beloved is not easily accessible but 
noticing her expression of love, my mind finds assurance ; 
though cupid has not yet succeeded, yet mutual prayer 
(for union ) goes on continuing (augmenting) the love. 

Text- | SB TOg q j p T qferfe l 

ffa: i qsrT-STTfnT^, U3TTI *TftcT*Wq cm I <mft- 

gftarsi c rF|f^ q^rf^V^sfVpm n 
ter- i aiftffsRTsi^T: *mt *mwm» 

\ awsfa sj«m ?rrw 

* • 

?rRr%5r 'rferr *rm i sbrFt j?*n 

5TT^fRT ?TTRw»Wi: epftqtq 

5ZTTf55t 50m mw- ^ WT%-3TVf^fd I 9|5t TOT 

JBB R SW ft qferf: I amt SEFcft q«TT 

mwtf* tmftfli tdjwAfijy i OTqL ffa *fw i * wwg 
* 18 ^” "mv’* *ftr <rcfti» w 



uteri’* vftm Hftfor q-forf *ftr 

srfirafir i w TO<wftwn ih .- qgftifow «fai^r qft^f 
5ftiTO ! i 

Eng. Tran.—Parisarpa is the following up or adopting 
of the desired ( beloved ) object that remains out of sight. 
As in Sakuntala—the King surely she must be here— 
Since—At its very entrance—which is brown (white) with 
sand is visible a fresh line of foot-steps—a bit raised in the 
front but pressed down in the hind portion—due to the 

weight of her hips. 

Text- i finer* OTfolf: I 

ifrT I <ivrfami 

“fays' I 

- I snfiffiTCT aflpft 5HTO[ VF STfiRIW 

*t tt&m argfr^, aretes *r$m\ 

^rrq, faferw a^^ anro surest 
wr%-a?5i qr: ^rfrrr gq^N i 

3??f s^ ^ a^rftr 

ST^BTn^ ( ayqft^fT^) f^CT.1 %f^L ( W SfflSRF ) 

finer* arcfa: ^ ^zp% i a?^fi*: i ^ ??ro% 

finders sfa “fat^t* wnrfir: r esrefr wt 

ec ^re^ - ew r fci r - qf® i arfiw 3r sRrnfr i 

(OTrerr ffiSroft srf^qasTfir ^ivfiw*mhiw wfir) 

w n ftw --( arfir srtei arror tsarfci f^awR^r 

arrwT^ arT?rrenrfir ? srg ^ronfir— 

f fcwsr i strt > «arr gft'<rora arrari i 



ftnmfel fort TOi tot tor 
tf p rffrsw r rfME n rofo gro ftr*$ro (fanrofa 

m:) i tot ^ WWfft tof^t g^NTOTfts- 

toot tiiu^Rw^i *t #: fa^^iro $fb srfavi to 
faifRJ* 5TOTOTTO‘ irqf agoR f*RR “fojTO 

^WfTO*rfOTfte I TONdTOi^W faTO TO 
ERTfi% \'* TOST BRJRT^t^R fatf$%: STOH3 Bh 5N faTO*. l 

TO ^ffroWro* swrofr <«nwfrseRr: 3 

“TOfTTOR fTOTOct” 5RTOf?T ?fe %l>WcW^5T TO 

^ * 

OT aRWftflfffcl I 

Eng. Tran.—Vidhrita is the non-acceptance (repu¬ 
diation ) of the first made entreaty. As therein, too,— 
“away with your entreating the Royal sage that is pining 
for the separation from the ladies of the inner appart- 
ments (of his palace). Some opine that Vidhrita (also 
Vidhuta) implies dislikes. 

Text— 3j5ta>: l OT^1«1 cTTO TOT ffgfo l 
1%: 1 OT ^RT^Ti TOlfUl - 

^*WI3<PTt 5F3TT 5®ff 3tRRT I \ fTO- 

totto! 5 11 

ftr=r- i otto awi^ to to ? f^-2f^rroiTO 

TOf^R OTTO TOnR *WT flFTO arfa TO1% ^3 

TOtf TOT 5tfd^Rf%ITRI TO^ft w-^nrof OTRfa TO 

?rto TOfa otto OTroft TOrftw iro^t wrfa-fta- 
*rte! §ro%! (OTft) ^ t TO erfWcv 

*Tft 51 TOTOtJ TO S»fl TO*fr OTTl TOT TOUT TO 



wfwww 


^frsfo iw: *wiwnto ! > «tg*rftr * *rf*it— ara^t «pww. 

terfo *g\ sr wmf i «rhh ffcuf «fef Sn-ik ajjpt oforc. 

Sqft wb'tlJfitakPtl aj^.sia#! ftpRlilsf STOL*|5WH 
<wfa gqpf St <mrfa ^t atgstt if ga srcnmfa 
ftr«Pwrf*t i at?t !3^sr 35 othwNik 

sprappg grqstn SI Sfn. ^en% “SfllC TCfal W 

?TOt%-(TSgJi: 5Pt: fftt I 5R5I atfclWW WP > spit 

<wmw. - ststt i atspp feferatsfirffr sm. tkWMft 
aiPi ^ stfUISRBU Wf' St q^fij I JBPt ^ruiftst ( atl«U- 
*ran) iW) i spiksftsfa If ^ sra*— 

?ftr $m fftt stfep i sftepftetrftrc^i an$ 

israspptgfi^rf^t iptt snsB^BtsnsSt.-‘ 8K%: strspi tftr: 5ISJ 

55tftpfaretl clef! «*fcfcW !*¥?£? JTO1 

<tor sTfea^wd 5r^% *r«rr ‘wf&n wt 3 

%rm s \’ (sftaR fawro ipr) 1 a*wfa afaa- 
Mmm ^qr^n: i 

Eng. Jran.—Tapana is the non-finding of any way 
or means (that may lead to a union with the desired 
object). 

As in Ratnavali where Sagarika (says)—My beloved 
friend ; My love has been fixed on a person an access to 
whom is very difficult—(a person difficult to approach); 
Supreme is my coyness ( nervousness) whereas my (very) 
self is subject to another (person). Thus the love has 
now grown to be a critical one ( or the love is unequal or 
better the love is not equally balanced, and hence), the 



sole course (left for me ) is death (i. e. the only way 
open to me is to embrace or court or espouse death ). 

Text- i ^ I 

fftin w 1 mi fck 

3?T3^T, \ 3^t fulfil I ^T^T~(5TW^) 3TW 

arm? «rflr awRff^n 1 

Um& vm \ 

9T5T ^fOI^ qftfRPRJ 

^ ^ *WT I 3rfi‘ % quWwWRb 

wfo te ft fa i q*rr tfsnron*r- 

arsr q ftgwN 1 ^ qfro i 

Eng. Trans.—Narma is the statement made by way of 
jest, (i. e. utterances involving jest fall within the 
category of Narma ). As in Ratnavali—Susangata (says). 
My friend ! here in your front stands he for whose sake 
you have come. 

Sagarika (jealously)—For whose sake have 1 a 
come ? 

Susangata—Oh you misunderstand me ! Well for the 
picture-plate. 

Text- >£rtii q%ffSlT TOfafo— 

stoi «rat afo-gmrmi ?r%i a wtfM-im i ftr 
gtf sr tT^njrafeerr ®WFR!ft«w fir «t gsrft; i 

«rofiwi («ra fflnfWIsw) gartU ?rf*r fir qftfis*' 

«t flwrftni ?npf ffe 





ftm i qftfrssrr qftifmfat «tft qftsit *%: 

$«f 3 ^wJpPdRfcf t «rspw% *mm sftp» 

wr '^«mi5ift4df' fffn sng iftamiqL w$w*3 

g^gj f&stfa “wfa 9^pi*ft5fr- 

'iMwfcfT qrfa fc fo ^idfirfa i 

w 

*n|^r vnim^ q«*T^ qrftm ' qfow fr ss to » 
tol f«wftr to sn^^^zrrq—“w^TTdT #*: 5n|4w^yfcT- 
s^ftdT” |% i am fifh^r sfrmr i 

am 3m wgftrrd^wmfd srfbr: “%ftra£’ ^=r i 
frro eu-^iw, snrorfWb OTf 

%f^ I rT«nft €33% ^Kcfi^«UWiram 

3*?RrenmT^—“ 3 ^ srwrufo 

sftr 1 qjT^pqn#^, ^sfiT:', 1 

[* 3m “vf^* rat ewt, vi ^ 

?TT^3JR] 1 

Eng. Tran.—Narmadyuti implies patience arising out 
of jest, that is, patience even though there be jest; 
(or in other words—Narmadyuti stands for the gravity on 
the part of a person even though he or* she be laughed 
to scorn or put to jest). As in the selfsame work— 
Susangata (says)—My friend, now very perverse art thou 
as you do not bid good bye to your wrath even though 
you are caught hold of in the hand by the King. 

Sagauka ( smiling a little with the knitting of her 
eye-brow) Susangata I even now you do not cease from 
your playful pranks with me. 



r 

Text—Jgta: i SPRpf I 

fftn aar fliwfirepro*—“3**$fh «ra5 w»s »nroan 

OTT-^in to mi anr i i 

far-1 attfitro* wfjf wttwimiwi sroftsr- 

aSTO* STOP? PJFI.I tTTOjjtr H E HWS f l 4feiq^iagWW tg 

sfaa’r'spi.i ggpgt jpn fa<w>fwiH.i ^*R3aretreatatfa, 
are am£«ro*—fca nffiareatjjiwL sp* amint ?mn 
swmh.i aar% awf%-3mr sire spppi^i ?wr larort 
ft^gre-*—aft jpRH! f^SJT ss'th *pit-( aapil 

tHw—$ sg ananroiT sl^aipnsnfef^ra: i 
stssp jgmfrerftila faf a!t, sanfaai- 

'fftfrasra. fa^wnrena. to* ptaxwita Jjurasrci a 
q $aa«aUfaa i «re ai aaresrcrt aaa: fog sna. ‘‘iai3rc tre- 

f^ l l»HitI I » r ftHi r - ^dMW^^^^1IKl*WMHft«lX' | lliWIcl 
iWHfofti «rfw i “agdarem-g aaaspupi gaftfa” *ffo*- 
sa<AW. i “dpngroFffopi arntwipw 

srerea saron*” i 

Eng. Trans.—Pragamana is a series of conversational 
utterances—( relative to the main current of the drama). 
As in vikramorvasi—Urvasi ( says )-*-May your Majesty 
prosper ( or Victory be to your majesty ). King, truly I 
have won or prospered as my victory is being declared by 
you ( or victory really lies to me, who is thus declared 
victorious by you). 

Text— 33 ft: i fa?p#r *raro nf fr i 

ffa: I ar«T qtif4fer%—gHTT ^^qql^ f fr lT 

VF&S qn^wm^r: I 


far- i s*rpw fan?* snfo fats *ftr top* i 
asrfe ,r ««Rpf farfc sfd ^wfo i fal” sots i ssrsfr wt 
s*s^lfa%--RS ftwfara ^gnw . *mr ffaw 

HRWHl fesRP* ^ffelSrfalT 5RST 3F§* ^ 

QKllkMIMN: 3TC5W" *fa q$TO* SWWm OTfflSTRP I 
m\ 9pq: awyi s fa ftnaWTTfai jprrcR^ qf^r ipsrrftr 
mi Rf*rfq Rfanss t*t faqrftr^T r$ fats 

sftr fanfare ^farew fafi[siTfti#r rts fats: i asrffe 
StR* sfaqi-SS araRRMTfa fsrcta: 3 farep* ?fa.l aT5f feds- 
w§ fats qsfh sssis: i ^r«rr qwr%—“ferfrst fatss*£’ 
ifH i few sjr*w fas fatss stsp* i qsfat 

sst m*$mr- 

asT-fa^ *p i 

srrnr wtPt rt srskfit 

qjRTT m %mi sffarr rsst j 

SFlfaiT gRTW^TfeW STRSfflTSW- 

^?%r fagqsssT fatsTs. fatssfafa sfa>: I 

r 

Eng. Trans.—Virodha implies the befalling of danger. 
As in Chandakausikfc* King—Inconsiderate as 1 have 
been, I have undoubtedly trampled under foot, just like 

a blind fellow, the fire with glowing flames. 

Texi—I feKMIstW g* <&$'TOPm I 

fftp t W fSPE3«: 1 iff I *TT $®T I t^i ft 

Mbftqy a l n^r-fsnfo i 

fira-1 S?W enuro 5WT5RH mb 5P : s^W! 

jwwih. *n<u <tfarw *?w *&*, 



<pg'<rRprftrfe *m: i ®w* ^wrgipft <l«gMWH— 

#aMt i wtfrfo -“* ^ *p^.'J3' , mRj)r'’ i 

Eng. Tran.—Paryyupasana is the entreaty made for 
some offence. 

As in Ratnavali—The clown or jester ( says )—Oh! 
please do not be angry ( with me ). Certainly she has 
flown or gone into the plantain arbour. 

Text—I gsq* * 

ito i *r*rr *tstt (?^ w' sfra*rftr) i 

ftr^ra:-wr ] warw l trtn ^ttt M p w- 

I 

CraT—1 tor— 

qrfomiwi: 'rrft^rdw 1 f^frs^rr m$m 
#f^4jnwr u 

fm— i WM=5 rri fom- 1 fMN- 

qgm swjr to*jr s®t i 

3 ^ fww. i 

‘^iMNrf^n^ *tr 3 «i 4fmi W i vzf$\ 

im &nRi 

Eng. Tran.—Puspa is said to be" sbme statement, 
alluding to excellence, ( i. e. to the excellence of the hero 
or the heroine). As therein, too—The king ( catching 
hold of Sagarika’s hand, acts touching her i. e. acts the 
derivation of pleasure from the very touch of Sagarika ) 
Vidusaka—My friend! you have come by a novel 
Sree. 



King—True ! my friend. 

She is Sree—her palms too, are the leaves of the- 
Parijata—otherwise wherefore does ooze out nectar in 
liquid form in the shape of drops of perspiration. 

Tcxt-^Sfa: l WTO l 

1% I TOT TOW-TOT I ?TcP * 

fpfacTT—°l %W5* TO* fTO’WT* I m 5TW *T§3f 

fi ft wTO I 

fad I 5RW5# dR^W fa*3*‘ <TOTOPf TOfafa I 

TOTfif WTZ«*wfeT«TWT^-TO* dftft fa|w dT$rf^3TOWTO» 

wsRfr tot ^mwtr i wwfafa i 

■3 / 

Eng. Trans.—Vajra is the utterance which is directly 
( really ) harsh ( cruel ). As therein too, King—How 
have you known that I am here ? 

Susangata—Not only yourself ( your Majesty) but 
everything including the picture-plate incident. Now 
let me go and relate the matter to the Queen. 

Text— ^5fa: t gqvror: TOTWTO 1 

fftP i tot cm-pwcn-^^ m tot^i to 
ft sisfeffa Sft qftft i m ft i enfrft 

TOTWt T£Tt, STTftftsfrT fftwr ^ ft3T- 

TOrftSTT, TOT#T TOT^ari I 

%fa^ “3qwfrlfcfrwte4 3^RTRT d 5% WWfaT— 

wt tow-" srftgssr ^rr TOTOreft’5ft I 

fad— I SRTOTO JWftltolTWl fffa 

WgRfT TOTCTOSWfat TO TOT l«!Wfa <fftfa$RTOI 



to! qffr&y m 

wNtf afiww aftnfa -TOrcre I 

SRj TOFTT I an; gafa: «Pfr qam 

IWTSpt *J#JJ TOTO fl WE swfer SR^«r t$: trfrTWn «RR: 
^tfaRiR mz SRita i RR.f% wrf*R5m nfmwifwwji^r a 
ssitsfa wfwmqfa it gserc: &rrct. sane sign?: ’tv i «t 
rw «tsg«*: t gpsret— jrc. mr, I gairit aar 9?5n«pifa>r 
8 rt groro 7R? antefisrar faferartftT s^affarr 

amaflpq «tf *i?rr % tsPRrar amftsr—nqt aprftsr qq 
mr tmi'ua i H. -agiT tpr jwim^ rh iftaWt 
W3W! I 

ITORtlTTOt aPlfat *fltT feferat, WlftWI ^ 

afiifii ajprat jranfwsnifci qftt qfcws" i 

m nara‘ sqwfa-%fal3 %PWBWI«HW* TOfo TOC. “qtsq: 
«ft ftTO! OTqfttSR: 3TOTCT gTOI SR: 3 <?* R T TO 

^H%r; sftra: i apjifcr s?4 ^hRRgfiranjR -:—jmt *mstor 

HiamiTOWTOKITO^— 

‘ 3TOfttgRt Rtsq 3TO TO 3^a : *33!’'!fal aftqwte ir frTOa 
<p »Rf qp ft qfcm aMt-qat niMr-wiim.- 
“gfaifa: affeft 3ts4 3TOqra 3 5«TOt‘’ l RafTR. 5TCT “%ftTCC. 
gqw rre: sorrow qftr to^t” q^jifR arteJTOroran 

Eng. Trans—Upanyasa is the propitiating of one— 
(either the hero or the heroine)—by the other. As there¬ 
in, too. Susangata—your Majesty! away with your 
apprehension ( fear ). Through the grace of the Queep, 
I have only played (i. e, made a fun ); what is then the 



IV* tflffcwfas 

use of offering the ear-ring f A greater favour will be 
done unto me, if you propitiate my dear friend Sagarika 
who has been angry with me—as I have drawn her pic 
ture (in the picture-plate). 

Text—sate i utguvufqud uutfsR gupl i 
I UUt qgrifkuftft a?f - 

gutftray. gu gufircuitu: gfentuu 
IV t aiuuftrepwt wi'^1 gout ug<ft «w»wwt i afP 1 
uttosN 55W uwfawt. *teun« arfaw- 

gimut^—•‘uug^u ututftt gustugh tfgrct Jfssu i’ fftr 
siruwM gvKfei u tsnueuf ffcfftsi'-agfrfir ^apfugsrct 
tokT ngift< r <w r of 5 ^ »t%«j i trat “^rraV 

wreft”?gitf*i 

ftra-1 ■qiflMta i w i mgjqtjftprfTOFi’fril. gnuMg. 
gqftuftp tyuu gmw «<v 1 ^k ffti «raRh vtpgt uut- 
ug rf ri uf^f vf qpfiviiH . g#rt ufag. uu 1 jfrfi gutfag 
^fti unut sfgv tpftp 1 araigri gfM 1 ! u? fv u#ngguftp 
sirtutuu «nRtqq aril urRt 1 gut asm atftj aprent uu*- 
SBPrt ug: out tftt«rspmn-^tet: g:? sifatguv wftgn 
gsr^T tyv ftgg: uv anus Su gi^v—g$u <nw#i fata: 
isifc, gut gnus spftw: ugwifl dufauaiMKc: utuir- *fa *ror. 1 
BUT, ut: utgttu I & TRl go? tJU UUt: UlUUti Jtlfau: gu 
gfft nrteftw snuu^l fsrfc 1 «n uyfatsur^fat u*fef 
ifewni ‘aft* mfagftwwMPfriis , duaiut uufut uugt 
qnfavwffav M<^w^uw<ifqw u a, t WNi i u ing . u^t€K 
gfa ufcw 1 «n «Kd gfa MMw ‘ uur-*^g*f- 



IP ^ 

<ri^r >ra. «( sretef a<sj sftrafa ipwr:—«w h^5> 

** 

fisftrar: *ft to ia«wjsr «jifa Tmfa hb^urt! sfo 
aiNspOfTTwr: »j*Rt i TOfam TO^ronrpnn tfsrct 
f% 1 st far «fT^n i %sr s^ftran 3 «mw 
^t5m-TOI %}ft 3?* —“aiatsfa % g«R! Mir-” ttjWtWW 
*3 *,i wftiai sratiw <prt at»rftfln ffti 

1S1RWT, a^f^RTC* “TORft TOKcV” f* «T tnuftw ?ftriCW 

aftf to.i ai3t imrora 


irbi wn’Wffit ^5R sfti 




Eng. Tran.—Varna-Samhara is the assemblage or 
congregation of the varnas (i. e. of the four castes) 

As in the third act of Mahaviracharita—“Oh ! all of 
these i.e., the congregation of the sages, this heroic Yudha- 

jit, the old King Lomapada with all his ministers—as well 
as this chief of the Janakas the old propounder of the 
Upanishads and the holder of sacrifices—stand as suppli¬ 
cants to you"—here thus there is the assemblage of sages 
and Khsattriyas. The venerable Abhir.a'Va Gupta explains 
by saying that the world Varna implies ( dramatic) perso¬ 
nage and Samhara stands for assemblage ; and he cites 
here an illustration from the second act of Ratnavali— 
from “A greater favous than this" upto “please catch hold 
of her hand and (thereby ) propitiate her; then the 
king ( says ) “where is she—where is she* 4 etc. 



1M 

asapra—^ftrarftr wirosfajpRRsfaiTfa; warn— 
HUjfwlTOII £ a f cW l Td TO 3TTO l?T TOft TO^ <J«T ?JT% 

«**wP*?i »ra ^WR<y ^ soft, to* trW ajfftr ^ ’am# tpr 
OTJfrfafrt tor* i <r‘ fltfrrowt *ptesK«j *BnTO 
# to?to ifa iRreift^^i ?brN witwn i aro*% 
Wrro# Rrcte ifa to d*i£<»wft eri »am# ^ 
wafiiro. i «ffwfraTftr^"n^ fafrait* isfat <rc' to 

TOPVf »fflTO& E? Wd. JRtfenRT: i 

ftsr W«9w ejjrrfa to?t wtwRei fftr q faro— erW 
sftmprmfa a?j5( <rar an^ra, awgtit *1 «rfa sito —to 
arofro. ai^w tpr swrat fitfKFf ftftro; TOfiwfa 
aft*U<foWW TO— 

'‘RPTf^WTOSWf «MKMH, I 
* 5 %TOIT aTOarffcrfilTOR^TOT’’ I I 
afajfrsflr snaroNrot afa- 

“wroigt^? sufraro^w * 

TOTO^TOiTOTOftTOraTOf! SfERRt i" 

era ^tftv-TOft ar TOtro sfegrori^ garogr^iHft^ 

ERtat ^ 

ato^^RW- a^ tq ra re -a^wni , sttoto 1 TOrawn- 

jufRi f%i 5 ri4kto > fiiwwa w ^ toeRs ffa aptaewnftt* 
JWftTOi 

tpr'wfifwi HftwMNm arormt ararrot - “f 

tototoi to aro Ewratrorof «ftrog ai«aN- 
TO l*i f?m ftoWdEW' M,— 



mi <riN§*‘ 


WTOWr^ &#H\l{ JT OT3HJI” 

Text—aw imfsTfa- 

^w»! i irnft w* i 

smfaifaftfo =*i 

^rts^rfWrs^ *r ff^%«igTO n 

ftra-1 ar^r^iH. ennftr 

*rafan 5JT*fot cwr %*r ansfaftn *fa*f 

I tfWtSft cT*TT I T^f S T ^ I iaift i sngsR* I 

Eng. Tran.—In the Garbha (sandhi ), there are the 
following :— 

Abhutaharana, Marga, Rupa, Udaharana, Krama 
Sangraha, Anumana, Prarthana, Khsipti, Trotaka, adhi- 
vala, Udvega and Vidrava. 

ftRT- I 3W TOffe 5RHRU »T^ 

|fcT H»WI^I 

JF^Rfi after* ^ Term i srrararr ffo 

wsrrm^ fl?^--cTTwn* ^srrftRirfa 5j«fK*r swift wtei* 

*whpft I *RIFcft SJ^TTWTft I rPirft *CTRte*Wl*- 

u mzm &m\*\ Md i iknamw \ 

«ftof ^ cwt swi^ft *ft 5 tfNt sffoi* i «rt 

^cTPKFTTS flRRFT* *ft* f3rf%5T 5f I OT* ft «fr#»I 

^rf^i q?nw teffta 
*M^ft3teft*i smnrarwrrs ^ wyfa mu 
m vm® 4\mF*rt gy mmv < rto- 






wnwr, ?na. 5rrftw*w” i ajfag. scnf 
Mftaw i wft ftrost «frro afiwtfiyjr- 

VMJRWt wm* sprigs?! g*f: Jltftl! gsrftfc&p <p* 
aw*r3a»i' *r' arc* a t sfi t s.?Rd ’ Mcd | wiii i ^Riian »r «m- 
aNftfa i era g re nrenan ajfinpf asMh <ram 

anwi” agpp i snfw^xa ^f»rfir a iftt i 

Text—^fnsi get aqreratf q i w<p^° i ' »mq. i 
sfat aar^NTRsipaxani'— 

8TST?srwt ?a f% 'pmigwTOgrRjT, wx aft asr sfaggr 
aaRTat I a^Rt^T a fiic i aw Man ure TOP 

a i flw t J l ■mwfe&iift gsf jpfra n 

ftra- I apgre arafera TOgg: • ansttf W5 RR 
bpeitito'. a*t g«fta snfan—arep aw 3 tpwgf asam 
aar-ag «wmk( aft 8?H?nswi i% sfroi srftrajRjr’ 
wnatT^m. TOttf^ri aiqatjjsnfaaat, ffri area. tm area a?f 
3Ri a*aa*i.i aatffc *ft*rcagfas5f rere^rezpqm’ 
a iwap r yp i ftf:” 1 era anfafta reap aratf *w?Fre 
wft ms«in *ftr tpawfc rea.i «w aflwewnro’ aar-- 
"wpfta' am*. atatf aa. tow(' 1 ssRfraar 
are aws w ft fr ift tfaKP gtfftsjf—a* g fr ft fc n TOaarrar 
?g fftr ettftwRiR- 1 


mawa “appwt - bh” ffa *m‘ eaaRi aaasRf 
reslafa aft*:—“aar <,wre rt” troj* ewiawa*! wsi 
et ftrcifta re ar amrcat atasarow* enarafN’toctoiaT'’ 
*wrftprt jfcafta ^OaiMWiftw waflimp - a agq a f fa. 



«nj$TT^q l 

Eng. Tran.—Abhutaharana is a statement that indul¬ 
ges in trickery (i. e. that is full of or impregnated with 
some un-truth). 

As in the Aswathama act in Veni:— 

The son of Pritha very distinctly declared that 
Aswathama had been killed and after that (i. e. then ) 
he uttered silently (the word) “Elephant” Hearing this 
Drona gave up weapons etc. 

Text—i JTPf: I 

I *WT I WPFl 1 

i vtarrftr 

*TT SWSFl^ ^ 

t ^ i 4ii4wu4 

wrftrfti sfaq? i 

Eng. Trans.—Marga is the disclosing of what has been 
determined or what lies in the heart. As in Chanda- 
Kausika— 

King—Venerable Sir ! Please aceept this which has 
been earned through the selling away of my wife and 
child : and for the rest I shall sell my ownself even unto 
a Chandala. 

Text—«TWFf l 



f% : I TOT ^giT-IRS TOTfa 

^ I «EP$d?T. fasf m ( g*W^) TOT*. It 

ftfir-l sfttTO S^XRTft' trz^l Wt*l ftd&tg l TOftr ft r 
^ran»r : i 3 <t ^ rt^, «tt ddjqraL tfa fare- 

Wfrfcf ( fad&Tff) TOT ^qftt% q»«Rh SSRTt TOT *RT- 

srtou to crprtaigf^u^ ^r fire? toto *fif»-TO^ 
SISkTO TOfiR ^ TO5BJJ 8RI m ^ 3*TOL« cRT 
$S«jro-Ttf to. ft to ^d*r t^r c 5 ^fe^-~sR : tot 
% ro‘ TOrfir stoto^to to w* to 1 * 

TOfirtepb srFTi gnq%t firrot? tor totot 

^TOL TOTTO mTO*flWW to? TT$ gnq^ jrfif g^Rftftf *TO 

TOTO^TO: TTTO qjr!\ mtitel tfil fTOTOT TOFTO.” 

v9 

TOLRRI 

Eng. Tran.—Rupa is a statement involving guessing 
(or presenting alternatives ). As in the Ratnavali— 

King—Mind is by nature fickle or restless as well as 
difficult to mark out; then how has it been pierced by 
cupid witl^all his shafts simultaneously ? 

Text—i d^ti|<«l4jiU^3<h‘ q^qjpqt I 

fftv i trei 8i*rc«roi*'— 
jfnr: srer flwftf ^gsi awra. q w« ft qra, ^rni, 
ifw: ’ toikctW ' ft i si<fW^<n tt*feren*t»icfr qr i 
qt sreRJ«SW?^T# q*fa fffa ^ m JfSISSfa: 

■ftqp q qi w to mfag «ran*Rfwn»o<rsfn u 

ftreri qggrigqm wfiitt. arcsj wrRRsft 

qr to^r*. "ftqqro qr a^wiwt qron 



asjreh tiswwi. wftRi #ti 

flViJW' *TOT% vpw?: I WRft tj*t—^"fr* 

dtrt: answmr «s#4»3l wwrffr— i m «wwi 
imh i< g^gm* **if fff 3^w i error aajrf- 

ww i < g* B rom -*«n Bfemraft <wwn9i uaftnm $s»j% 
»r^n K ^Rn^Wta!B^B«Pm 3?ipi(' 5 % 'na*- 
*fsS*II Wfafl, ft*JTO W tHT* 

55TOt,—( «f*H, £ *ft: I «Nrp^knaR5l5pIlft * 
tn^ft*q*ro rftsft* amfai, arait’*w ttwira:tora*^ «?n 
flfoareftfa wft i sfs^st <.wn«ftn t fiw r <ifsfa e>tarrfta*n 
srora. eiftftwft ggjCT f fi rqpmi. 'rfra: i 

Eng. Tran.—Udaharana is a statement that bespeaks 
of the excellence ( of some person or thing, or matter) 

As in the Aswathama act ( of Venisamhara)—Mad 
with rage as I am, I am the destroyer of any one who, 
is one of the Pandava forces and happens to be armed out 
of pride, or who belongs to the Panchala family be he a 
child or advanced in age or lying in his mother’s womb, or 
who is to be an eye-witness of that ( heinous ) act or who 
stands against me as long as I move m the battle field- 
even if he himself be the destroyer of the worlds. 

Text—tWt 

ror-wi^ «s * 8*1 fiwm«ftvi T fa i 

rwiffc a«ftmHawr-wwi: gtw i ftfo t 

«wftt *p*!0*!' wft^u 


ftra— i waemjfMwNqjjwr writyfuft iftt wnrosto i 



*rw: »wr. JwfVflwrt ffti—««fr 

fprfirfterw ww^p swiwm srcuftt iw»i> 
<tw wfero toSr srrftiw u swnfijs to to& i wp^i 

tot— sjfajR gjsgapnn-ajr «#ww <wflHiwi 8 wtwn 
sfe faftaw ww «rffc jwrosf, <ra.^w arowi ^—tot aw 
wafa-ftwa- fti t wfltlfr ^g<n totot jjgph fiwwt, 
waH«nt TOatrorfa o<t ws wft gwta tot^ i 


'WSPPQ TOWT f&M 35ETO’ frPfHr-a?T fisfaJGliJW TOT 

aro%—'" hwhwwwV * ffe afi#* toi to«.<.“I w t rawn q? 
stcIW-tot aro <5ei^R5?rem.9tRwi “w aatTO^r 
ftwt*ft'’ *»Vw»iHiWiiy ’Em «noTOWT- *(<w<m 

WW XlltWIH, «W| 5 d<H, ( =»HRf( ftsfaTOO 

TOas^m) i srostwayui^ § to*- ,,! bt: afeRTOHrfip'’ i 
alW-*jWWgl app: 5nftaf Wh I ^STnft SWT—WTITOITS 
aj* 1 —ftrjsw: ( «mp*t ) xprfa «r? 

affcw TOTOtmr' i afafarofa aw awrosm— 


aagKWfl 


wwapiftwsrPaftfti 


to? fh »*£«>: i sfrrotsftnjwi tot atarofeTOTO*, "wattf 

* 

wfr to ^rJRprnfewfe: i 


Eng. Trans.—Krama is the realisation of the internal 
loving attitude (of one by the other). As in Sakuntala— 

King—It is (quite ) proper that I am gazing at my 
beloved (one) with my eyes that know no'twinkling. Thus 
engaged in composing the sentences as she is, her face 
with one of her creeperlike eyebrow (a bit) raised. 



betrays (exhibits) her love for me through her cheeks 
covered over with horripilation. 

Text-ijate \ tfn*s g*: 

?fr»: I TOT ^TWIR—OTT I 9Tg TOBT1 fl# 

ftpi— I STOfci TOT— mu qT^«l TOT » 

5ITWn^*frs4: ftm: TOW8Tfa?T: e I 375T— 

mu TOL-^g^‘ cTfafafi* srr to: sttol tot^tt^ erfan 

*frs*p faro: 

TOTfe OT?T^TO*fm: qftiftftfa: I 

“siroratfttf tiarf' ffa totoj i 

Dng. Tran.—Samgraha is what is effected by conci¬ 
liation and concession or gift. As in the Ratnavali— 
King, Bravo ! my friend ! This is the reward for you 
(with this, he offers a bracelet). 

Text—i fWr^tSgKTTOT l 
fftis I TOT - 

w—TOwrot srftsffo* ansfasflforroft 

eirot fiatffisr i cfsngrrmfa erororteMwiTOT totowtot- 

HWdW I v • 

f^RI— I 5TOT9TTO TOT TO tfd ^TTTOT^RTOf 3Tgf^ TOTO*f 
'T^Tt ^%FfT^ TO'^TRR I SRITO 

9W TJTT! (la) TOft: ?TT< W I f*5JT^[ TOT 

ar«w 3?feR«f f^rr «r tort i farm: sttor 

tw tl^9^TTTOT 8T3*TTTOL SfaTOT^l 

«I3TORTT fftr toi^ *fti srcarsh i tort* 
TOT ?T3ft *ftw yrofe— 



?f 5 r gfts re fa to ensfoftsr 

feps^r ( ipfrc TO*^ TO& ) &m& 
cRT arWRW 3T3*TRR3JTR^ricU 3TT( TO5^‘ TO TO* 
TOT^g^Bif w to TOrftr— 

TOW 5fticr: 5PKRg4fWiq: srfaftpf *ft#f fcRfrT- 

<1?* wi to fm nmuk&im&u sftfacwft w$m srw 
wfacwfaw* f| *Rfa-$TOT si$y&*TO<frta TOftwgro 
^n% 5 r ^kmwrt* wipetoi st^toW^ **ft*& : i 

Eag. Trans.—Anumana is the inferring from some 
sign or characteristic. As in the drama Janakiraghava— 
Rama (says )— 

A body as fair as the gold as he has, his birth in the 
solar race, together with this his unassailable prowess can 
be inferred from his dalliance—like gait that moves the 
earth and from the casting of his eyes that cause the heads 
■of the world-people to bend down. 


Text—I <dtati<ttMMI*asn&i apfat 

Tftis i jprr “M l qr n ftli I 

^ftafgg'sgscits a*r 

<«TOrmftw>i. 5 i«fre gna‘ to q’nrat 'n ft 1 

wtrMnpnftwmi- 

jnrrBt « 


HI&MWJW. I »RRt n tpro^TO. 

a wfttwTO * tn% 5f*TO®Wtro.i srwt toito <nmf*5- 

* 

#BTOOTraLI 



ftro— i *r sflwfrr st *r aw srai «rfafr to-toto 

W«i1<M)HI€JHim Sfrftr sflwfR!5tftPR"J! ntTO- 

toRtt to •RrcF'anrgtftaKtftf > tos- 

*fa»iTO. * nro^stoi tp anrrft to^-to 3 snfewnr n? 

i 3 )w«tK“iH to n* JF^ftr^rfe sftro ftwro: i 
afbrrofar TOjg snihn ewff to *m' 3 <?■*— tftwk- 
TOrfort anfar si 4 *rr *PtaC’ i awn to towi^t 
^tcw.1 *%: TOfPi: ?$ sfr% ! » gnjw: JRflWRTOm: I ^TO 
t yfew i H i H . «s?«nn arr awn TO%?r tnftiTOn srrftiw nr 
TOTO TOR*! tp 3WIT ?fa TO JWfP^^r’ *1^.1 SSRTt 

tot <hw^w. i rtn TOftwr faro% ffttear tot nt sfn 
wnfo ftft l TOft% i era gar* afatgs iron «rffcmTOt 
tpi to wft TOt 3 ti?% tohi. sftsro^ to- <cd 
gte r <TOg? i i J 3 wigsrft warogwftA to torto* g ahro- 

«MW»i f )W TO t Wl . *TO:i TO S^praq. TOlTOTfiffl^ 
wpSfi^sn', tot nrf saift gro®^ .'jjmrJlwft totor# 
olfwYl^t TO °* IV,^ TOTTT.1 ^Prt ^H. 1| 

an? l 1 an*KWwr*fnr{ft l anurororfa 

atfcw t ft amfir tot: m ?ftn TOfaro'i nffe to 

mftqg. topb® i atrorg TO^rora. nftsm ??>lRTTn^ 

finann ^TO. snftgn anfisror ( to ) spnramftgtTftiannr- 
TOnfa anrorfa aorifa faatfro nftrori totot,'wl 
w« i Rjwu» nrfaw n r: topt st^tti tj< 

ffai m « i«wwfa tot anpro =a jrpSrowft snfciT «mi 

?TO 3T5BTO IT ST^TOt TO%? snfTOTT IT TO^aTTO 

tpn^ firofr ? toWH towI i 





Wt «ntfl*$flrfl. «r wiwwn* sifoj 5hm 

flit ftr^fOFEpIt SRtftj: *ftl fltfl Wf’ fl flWRf, 

<rm*N 3V3&3T w sfiifera*u sig w* srofer «rfftcr 

ffti qrfh i ^ afpr*- 

srcwnj, nwwraraL sprffcpprpu *g *%sirftr 

s re rcfr fra: \ g*snwifa ^rgrate- 

tfwrfa ^fc! f-wfadifa i T^r* %vm sRrfi&Wdsppfr: 

q ^qftAd^ 3TT^d 9WRR—^ ffc w ^ 

«NKd>qdiwn^sj snqqT srcrftaftfa spwfa 

q^r%- 5 ^ftr crar fen* i 

•» 

Eng. Tran.—Prartbana is solicitation for sexual plea¬ 
sure, for satisfaction or for some amusement or festi¬ 
vity. 

As in the Ratnavali ( King says )—My darling Saga- 

rika your face is a veritable moon ; your eyes are indeed 

blue lotuses ; your palms imitate lotus-leaves ; your two 

thighs are like the body of a bannana and your arms are 

like lotus-etalks—thus gladdening are all your limbs and 

hence come—offer me a deep embrace without any fear 

* 

( of detection) and thereby cool my limbs that are; 
afflicted with love-heat. 

This Anga (part or limb of the Garbha sandhi) 
known by the name Prarthana has been mentioned here 
in accordance with the theory of those who opine that 
there Is no such Anga as Prasasti in the Nirvahana 
sandhi—the (purpose of the) same being served 



TO* 




tore (or better the same being referred to here in the 
<jarbha sandhi—under the caption Prarthana )—otherwise 
the Angas go on numbering sixty-five ( sixty-four being 
the fixed number for the Angas and it will be wrong to 
Taise if, and hence this compromise); but both Prarthana 
and Prasasti are to be found in the work of sage 
Bharata. 

Text—I 

spn ewRjuni'— 

Jrai: II 


ftra i WQ‘- W Jwam 3 

wt i wt nwrf Tgpfsr ar is fo ift qpg»m<g tp 

3n>‘—»nhfN ggd&wdiiH. qft^Rh arr^’J^l 

fifrefcftm fltt tTriij pRfr w Wi#-aww 


founts 3 cPs*‘i tw tjwi tp 



wf sjtou ftnw sr* 


f#?RRR 57 i gfV RIrM RTf% I erftfR, 

'tsjtfsr g fr i w p afoq <*i*i«(wta jur 

faftrar: suits fa&fta i: iram^* ftrarftrars nir: I «r WWn- 
•R*r ^ ifl&fa: jMftWWWflpN <l«wl H IT WWI 

mw re N wt « tjusr 
i a r «mAan muft nft mrq fa i p siKftgt— 


<pwt af^nfe ftrftrftftr i 

Wflw< wi Rnrwit —"tri i tto i fr fl twnj 



vus WlfWW* 

fwn gpWmjf q^rftt i a*n swRft —'“to WraM 
Jift ftwnsftgm w t gst: “ag- Wig aw 

jwwiI^ ,> — Wh u h wi srcfar wpwfapaftfti 
gWfuf^rrolg Mi *fa gtos i 

Eng. Tran—Ksipti is the revelation of the secret i. e. 
of the central theme or scheme. As in the Aswathama act 
( of the Venisamhara )— 

The fatal consequenes of one ifamg is seen here 
in the world ; and due to the taking of hair in a second 
case, the entire population will be doomed. \ 

N. B.—The first seizing of hair concerns Draupadi— 
and the second pertains to Dronacharyya; in the first 
case the man responsible for this crime is Dushsasana— 
and in the second Dhristadyumna. 

Text— | sfteff g*: TO:] I 

ffo I TO go3^tfia% ^tf%EW5:-an: gq: TOTOft 1 *TR£ITr 
W^fiBUTfs \ 

to i wm --1 

eifia tNhnflrftar srgw:—‘ if i 

*R 5 f | TOfi? tftw-TO 

tfl3* w i TOsfTOR^ d5TO?in 

fftl BS&TOfa TOf TO TOP^ ^ftf TO^r efljf 

SRCSrRRI %W*tt TO «ro4H^r%—TO Afifwr 

(nwnftw) trarsin wfa w r m ft % gg«l— 

jflw i ^ gtj' stop* jm i gftwu 







TOfor ^ TOfan flrofaro wun stetf \ 

mil w^ft TO TOTOTR—TCWTOT ( OTTO ) TOafspr I 
3 «M I TOrfirt» ( 3 *n ) OTFafssr gftrs i. fa*- 

SJTfa arf^HTTO %TO 3 1 m> 3 ^ 51 %» «WTO% I t&OT 

TOta to ^ *?i $gsnroRi TO*rftr p<ftor «t«[ $5— 

TO^I qiWWWf<*WWl TOfWWTORTOT—«^r 



HTfOTii I 


sfrsroreraft 5ft2SRsn% rfta*bftrfti top i *r 


^r 


TO: 


gf*raH?ra--TO cftesR 3 $fa 

sffaRi 


Eng. Tran.—Trotaka ( Totaka ) is the assertion of an 


angry person ( or an assertion that betrays anger ). As in 


Chanda-Kausika - Kausika ( says )—Ah l how is it that 
the gold (coins) due to me, have not been yet 
accumulated or procured ? 


Text —1 «p 1 

ffo \ TO OTPTOR--TOTOWI I & m 

fafwrftBTfc toito m*l 3 *rftr sroft 1 

far I S&if OT&T *ftsfarfa: *ffalTO TOrTf^VTO: 
fSW cfaTf^ SHRI TOft[ ^ftTO—gsfcfaltf sfrtB* wferfw 
otrri sifowaR atfarfaftfti toototu to to- 
mm , mmm \ *rfit s*r m fatsrfar \ tor mmm 
#§i (fRi Btferf to%) fufaw ^wtowmhwi 
TOR TOfa^^foTOiR Ul<%U > OTtTftlOT>ftTOTOMt 
ffftmiRl TOW 5 * 


WlMn: 


*1* 

ara “toIto w^sr TO TOTO mEwm’ ’ i era 

JWRTORmjap^ftisf i ?R.^wr% *[foff TOTOT- qto»WHi « il- 

*# TOaftsf#?* pi: i <jsforo TOff gfrorororoff tow toto- 
tomkii**)—%' j5wiftw*Ni«i» atNftra^ pr 5 % 1 

Eng. Tran.—Adhivala is the secret intention to cheat. 
As in Ratnavali-Kanchanamala ( says )—Queen ! this is 
the picture-house ( or painting house ); then let me 
make signs to Vasantaka. 

Text—1 ^qrM^cTT TftOftH * I 

ifai I ^WT ^WTTR— 

1 

froro 1 TOnfttrot arfsrar aasnfirn 33*1 ?% to# 1 

m to##to wj^itop TOtsm—row wawfeww ra.—wg 
* f k i ft«w gf 3=53% 1 totosto# 

3^3:1 w sfn sjftgm *ftto 1 gfaffa 
3 ^ 1333 : 1 a?t araf: *ft% ^sRft to M 

smn# fffn wrtrororaiT —to wfft: tototo towtb 
mv fwrof toupto. ftwrro# *3# irotw: nftrotro 
praref t tsrofa toto. sramfm wrcra* ram. pro# toto 
«# prtq ro #t TOroronro. famum# si# awfaffti fra 
W^TOH* pffTOTOTOI 33>: 1 to# 

fgjs# tow mmmr *wroftar (wrapRuO '«w* w®r- 
prar »rw wrara prat tow'*# to stoto" toitototowitop 

TOrafaran totoMi ffa TOfaro 1 

Eng. Tran.—Udvega is the fear or apprehension 



originating from a king or the like. As in the Venisam- 
hara—That ( noted ) foe (rival) of Kama as well as 
the cruel Vrikodara who acts like a leopard—have arrived, 
sitting in a single chariot and enquiring about you all 
around. 

Text— xfixxxrasrp uwpft font *rp i 

tfti i xm—xixrxixxmxixr xHtassf xxixxxti 
fx«1«Ki ximpft% <rswnipra» 

fta-i ‘x*m’ *ct xfag' -giif^fa xtxsxt, am 'x^ix* 
xfXmfti xsfafX^if fsiftia. xrohi. sftsn, tpf mix wp 
xfira: x: mmfr mxx-arcsm « tp fa*x (smxig.) mu 
stfinjRp i xxsnr^ fawm stem xfftf xmfa—xm max- 
< r%-xi*mlV x mwi tftfjftsft, xm xr<awfaw>ixi*t— 
xmxratftfaap x*t wf^s xww t xx ^ xW- 
xwmm xw>f sift xx mxxi xftmx wittf ftg? xxs- 
xxgar x x xfacf-xf eftwaqft xxxfit— 

wf iparftpn i xg: <x ram wm tjx xitxt: xrmi i wpf am 
xrcf x xotxftr—xamt xfxr a? mix xmxf xx i 
xanx Sxtx xm'-xft mrfis x*w i xx gfaasnf— 
■tufMxx^' msxt farm xja: i x^t*,mxTxi xwm ffa 
wi max sftr xrag fafomsmxscP t 

xm roxf mfxfa “Xixrix” ?mrf*xt t am wnxsrt- 
ftuw (xmx.) m gx^m i (‘xxwO «xg.itf xraxxxt 
xrwi 4 smmxxftn xxT-(wjramxt. xxxfeO xxxfti 
wwfli—w^x xrawfxigfts&nm! mxftmxp mxrcnxT 

W*Wf% I 



‘terfa wsiwfarfa ^MftwN y fc 1 

*Stf * smsn^i vfoi 

Wra^d^atfm:” sfa I 

Eng. Trans.—Vidrava is trepidation due to apprehen¬ 
sion or fear. As—Beholding Dasanana whose faces were 
as grim as those of the Lord of Death at the time of uni¬ 
versal destruction and who was trembling in anger, the 
monkey-army was seized with a sort of trepidation. 

Text— 5 %; i m - 

fad— 1 faddT sfa dfa* I m 5 !«ft ffa fa- 

«rar faqdTfaftfa srapOTdTsr \ rnwru* ^snfamfa 
spite smTfa i 3 tr* fa -“toV fa^dnwrg- 

*fa i dfw ftefa— 

‘‘dwted** I dd 2Ptdd dT *dBdT5T 

facstdfo dr dfadsd^i 9^^^difad^r?dq>55siTfiJ- 
dHPTTPrr ^nfa^iftedVsnddid^ Ite^fts^tef: i ddT 
ic dT dgd l H , arfafa^W^cfr drad?(dT&rdilT fted- 

<pnq^i aw BW tdn ftet dfad;” sfa i 

Eng. Trans.—Now some of the Angas (13 Angas) of 
Vimarsa sandhi arp being stated— 

Text—i amrdts«fa*r$£r aprcrpfr *Fr $*faj i 

drfais swir:^«r nfafclrfafidRui wn 
sifter flfadf wrmrt ?wt i 

WW— i IWw TWBBWrr Bg|H^SFfit|Tt| Sflfl^i eunfa 
VPF * fW ddWdP®^ HwT^f ddT Wff d dSW I dffdg 
gwf tot fiwRsw* tpr qsfar i tfatf i suhn -mf fr rnrnm.' 



to: 

3TOTO : > tffe:, scfw. *rfa:, TOP* TOTOv $rfcP, 4*: fW*P, 

Mrro^ tototl* sttoi> srfrro *r *fti snfrro i “to t^Nrt 
afr^i^row aO^wwift sroift” 1% «rftro: t [ TOTO& 
3 TO S WWforRl TOfc—“TO ftlTO SHTOi” ffc WftTOL] « 


Eng. Trans.—In the Vimarsa sandhi the following 
angas exist—Apavada, Sampheta, Vyavasaya, Drava, 
Dyuti, Sakti Prasanga, Kheda, Pratishedha, Virodhana, 
Prarochana, Adana and Chhadana. 


[ N. B.—These are in perfect keeping with Prakari and 
Niyatapti as said in Tika above ]. 

Text—l 4ta5RsTOTO ! TO. I 
iftp l TO tostc: 

TO fCRTO TOft? qp&TTO-ST Sf 

ftra i 4rro toto rnfaron: sfororo 

W[ ftTO 5TTO TOU OTR* ffcgfcjN 

-ifrWsTO’ 3RL TO. tftSWP*: 5 r5HtT 5T: I 4m M- 
dfcft qraroi to gf^rlfe^— \ 

1% m §totto ^wffaro top—* mro b toArp 

S TO: 53W TOT%: TO: fllfRP *ftl TOU srfrofai TO- 
5W:— 51 %TO* 3^3 5T t^r |0TO fBff*FP—V 
ItTOJ %TOTO^: %*!TOTO' TOROTTO' mi<TTTO* TO*. TO 
%OTTTOWf mi TOW*, TO SITOfe: igmtf S^tTOTO— 
OTTO: TOlftp «rt?P I %TOTO^Q STO^I VP TOl 
TO gflWWML faft«ROT TO «g«tTOL fftf TO 1 P ! 



O to i ww f^sanupi aw “jgftrarfa sswwftftr «rr 9 *rw t 
efem: Swr* %wiraT-«rt “ssiaww” *ftr wimu «m 
ji^lw Otompmw i ww ffe wfiw. i joJNr^ sfti* 
•aw i «Rft tor?J »wr *w*wt—*rar—aifrftrcafarT *rftr 
WV—«&5f «rftw: I H I WI TO tl 3 

snftwn afeemmraL tpr A*40n , «HTO smw 

tori gsyat sumqrnrftrcta! 

r' g s srm: sftpnspst «n 1 

Eng. Tran.—Apavada is the declaration of some one’s 
demerits. As in the Venisamhara—Yudhisthira ( asks )— 
Panchalaka! have you found any trace to that wicked 
base fellow of the Kuru family ? Panchalaka—not only 
the trace, but the wicked fellow himself—who is the main 
cause of or mainly responsible for the crime in the shape 
of ( or arising out) of the seizing of the fine hair of the 
queen (Draupadi ) f has been captured 

Te$t —1 

t% 1 tot ^rr—eft * <rww i %gm 

gsfr 

swWl *n«fi ^ craFftagi 
33i^ ^for Tq i *w grofr TXm i 

1 faHKgMjiw* * r wft R* f & n 

«ft*n i (wft^)wqR— 

*mn wwrrTW^t 



VS iftffen 

fta-1 afr$r aivf eft #wrvm> rfw* 
swfTOt afaiftftLvroi « to vftst to* ft 
fwrftwiiws wfts eftftffRpi eBiaft to WWeft— 
*fW stft toi faflvn xftR-aft* tofut i eigjsr l «#* 
TOTtaftt sMlTO to gflp«r tow* aftft garfw i% #sf i 
fro sw wfl&* gta: toss frE e an . *tfem sift enerowf 
enwn arfaf eweftHwifted otto. to# srcraftn 
ngt— 

e*f sstafaro *fW a«n TOrogft^i 5#aro 
TO' sareatift- 

aftsffairo ero: to $i#w v to 

towt atftdw »p#nn aro to TOroiftraHt «w*a<tawt 
TOTO^aeRfr^ftatsiaTO toto. ercfraja ## v m 
| @F5TO TO, TO T^fr: <TPRTO TO sf!#TOI eft. TOtaV 
0 ?: gfatero t?f a TOt; afs-a^vft: arof asafaWt 
%ttg ®sr %rot g&ro TOramroisffti prrafti eft *ro; i 
gjm a to sag aav to siftaft ercm: shto toi eft's? 

^TP TOT WlftOTU<t. fat a TO ff<J 

erftro. le i TO# $ro srefar anroram aig ei^awra. asim 
^ sftao: hjto: eat* fwifts aifem ? ftaf: ftq. gwren. 
WSTO. eft to? Wfi si faafo eiftraq, ^toto. I tor: 
sava: ft#a# e*Nr. grofa eat' i me#: grot! 
sfttvs «ito «rft*n<i stftro to eft»i toTto^. vm. fa 
ge ftenw to etfaror: to areem am gaftvm erfirot 
•noftv to gptnm e& sqm! eft ?fa&aa.i to 5 s #- 

tov ftvavm Inror wftsi «rere Mdero to 



?wj snfWt “*N3$t«r 
fte wftw t 

sftrawswn m ftefara8>% tsri—m s$wi 
dqtwta»te!i 


omrat 
a% »jj- 


Eng. Tran.—Sampheta is the statement uttered in 
wrath. As in the same work— 

King - Ho you son of the wind-god ! Thou art boasting of 
your culpable feat before the old king. Hear I By the 
order of myself the Emperor, the wife of yours, as well 
as of your brutal brother and also of that King and of the 
two as well—the wife that was converted into a slave 
won at dice, was dragged by the hair, before (the very 
eyes of) the princes : thus originated the enmity ; and (now) 
please tell what offence was committed by those princes 
that have been killed by you ? You boast without 
defeating me who am highly proud of the wrath in the 
shape of the excessive prowess (strength) of the 
arms. 

Text—l g qe rc f ffra fatfcp sfomfa& mi \ 

qftft yiBM W WT 

ajTOT 4Wtstf ftrcsrT sup ii 

far—t awsrif wftr' sftwr wm fWtawi l 

Iro sr srfiwr srRmrnwsfi 



TO tftlfr. 

^ fcjt wpf nwra. swwfti swftr v b iff *tojw i 
arrows awft ®f*s Bti sHnnwwm lafc Riwjflfti 
^enwff arrenm at«ft’ TOWjh ssraft to-WWii* aw 
jth a mPewem aw fitfewifaqwf^—afcWT- 

iiwh,i ^-ira arrow |fa rro i ais wrotroH 
afljjJl'SuwMH. i tow^ tow rfyfli'tK fTOtf, to 
<tU*4%—4TONI wayfa: ?fa I 

TO ^srrf«*:— 

“ro siftwnt 5^r asprafa fewi.1 

era ^hrrftr ^ iKnNa>Hfoi w ?w^f—^-fwriWi firarrftf- 
ffe wfrafw^H aasraro gW'WHi[Hwi<fi4$6l to^s- 
wftWHK i to ai 

“fR frmr sTfircnroftro. a 

On™ 

IWrft 

qrftra: i 

555 H yw ina*- 

\ > q«rmita 

^f ^q fr w* T d S5$TOfa gq^J^I CTq g Bg q gf Tfc 
%q mmi sifraiss <p \ 

w 

Eng. Tran.—Vyavasaya is said to be ( is to be known ) 
as arising out of (the fulfilment of) the vow. As in that 
book ( venisamhara )—Bhima—Here salutes you Bhima, 
who has exterminated all the Kurus, being wild with (the 
sipping of) Dushasana’s blood, and who is the breaker of 
Duryyodhana’s thighs. 



Text—yft3 #tj|fowfap I 
f% i 3^—gftret:—*r»T*WL > f»mw utosto i 

*rfasfffofcrftr *i 5frr qftww fr W, ^ to*t‘ 

5Wfa »tM tnjuw*ft<i' 

s 

wf ^ TOt: «tS*f 

TOTs^ftr ftga: TOTO»*tfaTOL'i 

ftw— i sftro eirf*ppf i «V»ft*nflw«wT sita- 

^ro. tpf enftfftst «t^pw #raro; totot g?p 
TOW wfosrfar: arftpw jf 4 w»i=t' ffc «[fa 

to ftjpfeFtqwL 1 '**' %wft gw^ftiwifa 3? 

ftrc«rt»HTTO 5 TO.I TO* f^ ^g#sf"M 151 «rfTOft 
Mjftsfarog «i i TOJtfofa—sfr gsfatssftn i «t gs- 
faftwt ffa «ftro i TO*5fr to Wteisrt: to&pt’ sfa 
gfafewi 3 w t 

5bj | TO W W — 1 TOfa t ftM TOW' WTO*ft*P» 

arotro TOfci *fof wftrgn, tot: i to wjfogn. 
gfaftefr ?fa—$ TOrra.1 switwtl grow-i ssnfei 
Eng. Trans.—Drava is the reproach extended to a 
superior person due to the exuberance of grief, and the 
like. 

As therein, too, Yudhisthira (says ) Lord ! elder 
brother of Krishna! cousin to Subhadra ! you have 
ignored (not thought of in your mind) affection for 
kinsmen as well as the duty of a Ksattriya; neither you 
haye counted the deep-rooted friendship of your younger 



hsf <rfottap 

i 

brother with Arjuna. Admitted that your affection 
should be equal for both the disciples of yours; but what 
is this attitude of yours that you have turned your face 
from me an ill-fated fellow. 

Text—sate 1 cP&ftg aft fife: l 

stoi jp»T trn fsflvpf rife jfwwfrftw %%%- 
R+(5^3 uiffeVHICHfV «ra% nqf 
*rt ft ku nitfW ftg' »mr% i 

yrWt u afeWqtt w tawrf i 

wrats^gfniFu ftsm *rr ui'sgat 11 

ftra-1 tps&f enwrap twi gfsein a wfaa. 

ag*RPW ^ 54 ( 0 * sfesr i ^ qqt— 

fife: i tffcftsfo qro .1 aflgfeatjef g «iwin i tri»Kj»dH , 
ftfe«3t^rf5ml auwtwH. frrasnfefefean i 

t fra+fe (? >3ife i or far+faa;> eifWiia. ftps^sr 

»sra] i 

Eng. Tran.—Dyuti is the chastising and, threatening 
( of one by another). As therein too, ( where ) Prince 
Vrikodara said to Duryyodhana—*y'ou declare that you are 
born in the noble line of the moon ; you wield the club till 
to-day. Count me intoxicated with the wine of Duhsa- 
sana’s warm blood an antagonist; behave rashly towards 
Hari, the slayer of Madhu and Kaitabha, blind with pride 
as you are. And notwithstanding all this you, a beast 
among men! bide yourself in the mud, running away 
from battle—through fear of me ( being afraid 
of me). 


Text—jghvi trftfii ftrctw srpwh i 

$% l awi dhl— 

fdWl ^rfiiRftr ^*TT %pfKT< 

(^mT*) 

an^«I%vars I 

JFrPRn^ HlWkW fcR^T5^ ^f^dR. 

, wrfs 

arcs* *reiR surra: ^ ftafatf n 

for— i srfasa frdTO swra^ i fa^ss? 

sura? ^R^nfirfcT ^ppiwTfasiw: i t^ra 

fosstft: sgrofftfr ra*ra¥rcn«ft ^r: w<i snd^fawi 

Eng. Tran.—Sakti is the removal of conflict. 

As in the same work :— 

Let the relatives burn the bodies of those, that have 

-been killed in the van of the battle. Let the friends offer 
water mixed jup with tears ( by way of libation ) to their 
friends. Let the corpses of kinsmen (or relatives), torn to 

i* 

pieces by vultures and kankas, be searched out amongst 
the heaps of human bodies. The sun has gone down 
together with our enemies and so let the forces be with* 
drawn. 

Text—i srajft jjrtrfai i 

?ftp I TO wfewm ( ? TOfffefe I itft 

% qro aww gft ma i taTOW TOif^n 



ftr^n; fte toto)*ii gtroi^f 

wmfl&ft! i s 

^iwp-«wnra>»%f iftng^ftRf jrc 

TO% gwmu 

to fttroromt to'toto Tt$- 

« TO CTWg4 l*TOt I 

?9i^i TO5?WTO^jn^TOTOT«i.g9ft?f5iftrfir stop i 

ftra—g? to; ifaft 'fraro sto* i grom 

<!Wto toot TOfTOft i to’ ffc 

sto^t fotTO 5 toh i «ftroi. 

ftrow^ TOT <wp« « w arftroifo TOTOTO. 

g^eww. i TOift 5wn nfafafirfa tssfr toot TOfiRffir 

totoI i 

Bog. Trans.—Prasanga is some important bold 
declaration or better Prasanga is the utterance Of the 
names of superiors (in connection with some assertion or , 
declaration). 

As in the Mrichhakatika— 

Chandalaka—Here is Charudatta—son of Sagardatta 
and grandson of venerable Viswadatta being led to be 
executed. He is said to have killed the courtesan 
Vasantasena out of greed for gold. 

Charudatta—-The family of mine which was formerly 
iMueinated by hundreds of sacrifices, at well as by dense 
(dfcesely planted > huge road-tries or templet aed elso by 



the utterances of the vedic texts in public, is now at die 
time of my death, being proclaimed with my crimes, in the 
place of proclamation ( by unworthy fellows. 

By this—the bold mentioning of the names of superiors, 
in connection with the death as well as of prosperity of 
Charudatta is done (in a suitable way), and so it is a 
case of Prasanga. 

Text—Jgbp I Jptsfsrcupisp W ffrTOft: I 
ffip I *r*TT (.=* )- 

wtfljfifr ffcrr ;t g asfti «rcpr 

* gsrfe ^Ftm i 

aaaqfa daiRwfg i tr dwain , 

a SWlftl aflftiiH. II 

nfi‘ -jwiatnwlft ( *mt wwwwwT swnt 1 ngRtfaii 
wmfta&p) i 

ftra— i wBtpiw (V«dift*iwti«iwKta > bsifp wp 
j#?p i ^ %rag?5ra: $ f fc« rr wraL 

a 

Eng. Trans.—-Kheda is the fatigue due to mental or 
physical exertion. The example of fatigue arising out of 
mental exertion is in the Malati Madhava—Deep anxiety 
torments my heart—but it is not cut in twain. Depressed 
as my body has been, it falls into a swoon but neverthe¬ 
less, it does not bid good-bye to conciousness. Internal 
beet tortures my body—but does not reduce it to ashes. 



Providence strikes me cutting to the quick, but it does not 
destroy my life. 

In this manner, physical exertion may be illus¬ 
trated ( from Swapnavasavadattam etc. ), 

Text-^«S| i 

fto i to srairot sfe sgnaf:—i wfa* 

3 * ftPRwftaRTfn»TOi;n ftron 
a ftncffi:—sii^r snsufaj fa offci i 

spjjNr^H «wVkW i «rwprar^fi <rftsro 

$tfr»rarfti» 

?3 sftfa^i wpfcrrt sa- 

ftra-1 sfarfr jftsl: faro I TO HcflVkt: 

sforo ty* sfafa «p»i% i srftwfoww jnfft- 

dvy«« faro tp sftfasj 5% *f*n sfrroOTSflft 5 
l»f * tori: 1 «%fag -fafoi—tfro 15% 1 to torto? 

“frjWbRfhmfr a 3 1 

Eng. Tran.—Pratisedha is the obstacle m the achieve¬ 
ment of the desired object. As in' my Prabhavati— 
Prdyumna says to the clown—My friend 1 why are you 
alone here ? where is my beloved Pravavati followed by 
her dear friends ? Clown—She was summoned and led 
to some unknown destination by the Asura-chie^ 
Pradyumna ( sighing deeply) Oh 1 you full-moon faced 1 



v** viftyufa. 

Oh you—that have eyes like those of a tipsy chakora, Oh 
you—with a drooping constitution ! where have you 
gone—forsaking me? Oh my life! depart quickly 
to-day ; and let the torturing fate attain its object. 

Text—i *TO I 

fftt: i gfefk*— 

swifts sift * *ft 

a\ ■ i n V ------- ___2r fvr _ i 

TtKr6t^r«r *** *irMci- 

m4 wmft *t*t wudftdr*u 

I *5T*TSl QpftOT TOW a^ftTOPT faSWTfo, 
eifcfaftft m to1*t fa a wff *fr fafcwfafin ssRft 
2WT Wtefeft i era sWwto 3*affsrc srfti ftw uror^- 
uftigi totc* w tt whh trft ^ 

U* J5 I ^rfit m spy: TO "ft* 5PTjft 

*ftf i TOR* one**-- 9Pf sfa u%‘ <frro gftrf fes wfti 
dWfftr i 

si* Mts g g^ ffr e r e rs* ft**rft* fo^ifoiiferai 
fhdro uftro 1 fa* fad**w *mm * gftwirf— 
**r widBRii^T "fafaf 3 sfai «TO 

uto«3 lfo fa r ftftwwftlfe *W* I «WaHfts ft rWT—**T 

ssww% i 

* Eflfr Trtras. ^-Virodhana it the appearance of oMacto 
ilr fiittlmefct of the <dfesi#ed) object. Ac hi the 

? mimiHinitm 1 1 



Yudhisthira ( says )—The ocean in the shape of 
Bhisma being crossed over, the fire in the shape of Drona 
being extinguished, the venomous snake in the shape of 
Kama being checked, Salya having gone to heaven, and 
thus very little being left of our ( final ) victory, all of us 
have been put in the ( very ) risk of our life, by this 
statement of impetuous Bhim uttered hastily or by this 
( and careless ) utterance of hasty Bhima. 

Text—^5^: | srfr^TT g f^TT feTOfW I 

tftj: i *rcrr 

ime 5511 i&mraRd- 

*iid$<5rww^ Wr, =«r 

qftrci mil 3 *p n 

ftw i *frs*h 

to snrf^BT g srfi^RT \ sqRE teft *rt ftms 

sr srptar ^pt er srcfasn *wj 5wrffe 
sflgftp-siftw g faiftrr ^Krwwfti-fr i &kHhh1 
qrftr tRft rs&sr 5RF[n?t i ^ 
nit snfajrffor sir srRstti 

3JRT RRSK^RT ttfcf I 

Ens. Tran.—Prarochana is what points to the incidents 
that will occur at the end, that is Prorachana is that 
which speaks of the incident to come, as one that has 
already taken place. As in the Venisamhara —Pancha* 

1H 



laka—I together with the venerable chakrapani—begin 
ning from this—“Away with doubts. Let the begemmed 
pitchers be filled up for your coronation. Let Krishna— 
take joy in braiding her long trees of hair which she 

forsook for a long period; where is the doubt (in 
victory )—when Rama the uprooter of the trees in the 
shape of Ksattriyas marches on to the battle with 
his hands brightening with a sharp axe—and so does 
Bhim blind with rage. 

Text—I <s r sfrfui£ 0H 5 RH . 1 

i *prr *fr j 

* 

srftpftsffcr i 

tfr *ft ] wrcfiiTtefosrtgrsfors i stf v 

ara.ii 

apr wafts*) i 

fta-i garfam— qiamftwwi r ftt snfcr wffm jfom 

Urn:- w wewi ^ m 

Eng. Trans.—Adana is (the speaking of) the co-ordi¬ 
nation of the objects of the drama ; or rather it is the 
taking together of the main currents of the drama. As 
in the Venismhara 

Oh you $ that roam in the Syamanta-panchaka area ! 

* 

I am neither a Raksasa, nor a ghost; but only an irritable 
Khsattriya that have got his limbs gladdened with the 



water of the enemy's blood and have crossed the dangerous 
ocean in the shape of a tremendous vow; Oh you princely 
heroes ! that are left of those that have been burnt up 
by the flame of the fire of war, away with your fear 
through which you are hiding yourselves amongst the 
elephants and horses killed in battle. 

Text— aypwifri gspi 3f* 

ftol TO TOT—am*: 8TO ! 

o 

TOWq «RT «TO 11 

ftpT— I TOTOT 3WH M&: 

Iktrt^ irl WR 

^ jfton ^ g*i frore^* ^1 

gfo- ercwn<i fcf «trrt to* ^1 ewm- 
toto ^ am ^W, to uto* ^ supf 

1 gfaroro grffcwfttar as pwf 

amnrftr: ?*tt 1 to wto-irk* awfa to— 

Wi4rf 3T3TO 3OTIFI 8WTOH. 31TO$1 

toM awpf *ft<u ®w j *nroafcL wiwuwSbi i$r 
sfiTOi to wnwwra agro sRortstf aifttri 
mmt t&(Wfr d i ttos , twfcw nwnkpA erof 

a <rcftr wtf sfae?r% 1 to asm** to ww%-hprwl 
qwpwu 

Eng. Tran.—Chhadana is the putting up with any 
kind of insult in order to serve one's own ( for the.sake of 



the safe conduct of the main object of the drama ). As in 
the Veni—Let this fellow sorry with the loss of his 
hnndred brothers—injure us with mere words, unable to 
do anything in duals as he is, and what pain can his 
ravings produce ? 

N. B.—airenrarfa sprier Pwifgtfa i fra 
«rratwfara , raM-sRH.i i$wiP« i srararftr' - («strauf) ?ftt i 
Text—ffa: i ew f^gnut l ft — 
ftra— i etgra ftrawterftffi enwrap smtetw-S: 
erarfa raju'tfr ftrftrarah fwr% Mraf 

fadgnuil tig ra ^yd rarl^r gftwgeiH^ ” sfa raas- 

i 

Eng. Tran.—Then ( we proceed to illustrate ) the 
Angas of the Nirvahana sandhi. 

trad iRkiwh. 

ste srara arrara* wratsgrpgsn* u 
turad wsRlfR ^ 

sraMffit dgft juiRy r fa ftrafT!» 
ftra 1 -1 xiu'st enrifSi t wmg <pwm- 

firera gsfara sft.fBftri tfteftsfe tra'*i sfPra a rara- 
3'rcfarc' <r3ftn fftirais ^fstfr i 

Eng. Tran.—Sandhi, Vivodha, Grathana, Nirnaya, 
Paribhasana, Kriti, Prasada, Ananda, Samaya, Upagu- 
hana, Bhashana, Purvavakya, Kavya-samhara and 
Prasasti—these are the names of the Angas of Niravahhana 
.sandhi* 



m w 

Text—i fl g h qfr M l 

ffVf! i «rar Stwrr**—*ton i *wft I aj^rftawft! srcft 
m$t snft i 5& ftwfow 

g5T#nRRWrT^! I 

fm -1 wfaTO ^w«iH SPtffa- 

*rfa: qforft fa «wi% i to* ft gforr "gstf tfwwf sfarffa- 

fMN%” sfa i 

Eng. Tran.—Sandhi is the re-appearance (i. e. re¬ 
statement ) of the vija (that was laid in the Mukha- 
sandhi). As in the venisamhara, Bhima—Venerable 
Lady that spring from the sacrificial altar ( do you 
remember what I said to thee—"with my wavering 
hands”—and the like. 

By thi^ the Vija ( the seed ), sown in the Mukha 
( sandhi) re-appears ( is re-asserted ) and hence it is 
a case of sandhi. 

Text—i fasfm: wmmm, l 

ifa: i m cm i gag gfa- 

fav -tHWjftre* i wmfti 

cn^qr ^srcsftfacftf^ qi^HT k&m 

3?3^ -cNfefr 

I 3#R I 

ftcT-l 5^rf^cRT ewf&cW ^p: JfPTW* 

Wrprtt ar%*f* torte sfa to’ ft gfriv- 

w?wrM * gro ftNfcr gft 4tftfgr? 1 

fft qsftr 1 



Eng. Tran.—Vivodha is the finding out of the duty, 
object or matter (tha£ constitutes the goal or final view 
of the drama ). 

As therein, too— 

Bhima—Please let me go, venerable sir, for a moment. 
Yudhisthira—What other is left ? Bhima—A great ( an 
important) thing yet remains to be done. I shall braid 
the fine hair of Panchali (fine tresses of Draupadi’s hair ) 
that was (formerly ) dragged by Duhsasana, with this 
hand of mine—besmeared with Duryyodhana’s blood. 

Yudhisthira—You may go ; let her wretched (poor) self 
fee! (the pleasure of ) the braiding of her hair. Here is 
vivodha, since here is the finding out of the duty in the 
shape of the braiding up of the hair ( an act that justifies 
the title of the drama), (see next). 

Text—sate i ai r m a n wvtani I 

fftfil ipTT dfV sfftp—'TWTfe 1 if m tfWcT 

i ftsi wfora t 

dfcrftf” mfc mm. ‘ 

ftra-i nwi^y m&m 

fft i to* ft 
i mm)fmi *13#* i 

mmfa t mi m arafrfr «rr mm 

Eng. Tran.—Grathana is the reference to the main; 



wW£«P Mi 

thane (of the drama which presents itself for comple¬ 
tion ). j N. b.— tarraferc (tfqmn), taroratCRt ( «top ), 
Wta dfirw w (arorc) fsnfit w WNrcfW bW aro ] i 

As therein too—Bhima—Panchali 1 you should not* 
with your own hands braid up your hair that was slackened 
by Dussasana as long as I am living , wait, I shall braid 
it up myself. By this—here has taken place Grathana—as 

the main theme is referred to—(as presenting itself for 

completion). 

[ N. B.—Or we here explain ‘wqfoV g f faroflWHBi 

■j t ww ( wltewto W Wsf ar w aWswO wrh.i aas 

aiWH SFWiai «TT <M5W I Thus herein such 

expl will be found the germ of modern which has 

many characteristics UTCW with our and techni¬ 
que. So we interpret (ttfajpitRrar, P. 

192) as “fftepnw^srat^f «rar aqwnai am ftw wsw - 
IWwiVWfa tWWW” I Hence now-a-days g q w tB should 
be such as to give light and education also culture to the 
bewildered mass ]. 

Text 1 ftrfer: gtp 

fftri amashnfapi 3*| BpiRWri srarPr gafimi- 
?am i am ft am 5 rr«»isn— 

wpfors? ftfowr wswfimsfam WWr i 
qor ftrmfa mataman 

awiWrT9wiN.il 


flw - I 3 » 3 »p gfaph tfWfc Prn:, 

**33$)* *iHiRn\ *t jft Pm gsw aw wpw. wHwm a# 
Prfa: i ffc ?sftgftHi-9ig»grp5wf ftrfar: aa<iga = i 
eigspwir 3 PmV gfH *hspp i Ppfwng^ftftsftPr 

Eng. Tran.—Nirnaya is the statement of what has 
been already experienced. As therein, too, Bhima 
( says )—your Majesty I Ajatasatru 1 Till now I have 
thrown that rascal's (Duryodhana’s) body on the ground ; 
and have besmeared my body with the sandal-paste-like 
blood of his. The royalty of the earth extending as far 
as the four oeeans has been vested on your venerable self. 
His officials (employees), allies, soldiers and all the men 
of the Kuru dynasty have been burnt in the fire of war ; 
and Duryyodbana, which your Majesty speaks, is but 
resting now in name only. 

Text—i i 

ffa:| • JPTT 3IP#I 9W w wrt 

ftw mw wp-?. arrcfh aw wwiwfNwh 

»rof 

ftra—1 iftatg; arm?: fawT i Pa Pimt 
sg «RrI a^nfW gm: Tfonn - wfai 

W l g l WW I OTT% — 1 ’RtWTa.aglf: 

qpwn?i wig i fww 1 *rw5h arnfk 

tPwwt Pwtm: I ftpft I 



W \\\ 

aWK # ftpff 3^qs 

Eng. Trans—What is uttered by way of accusation 
is said to be Paribhashana. As in Sakuntala—King- 
venerable lady ? Of which royal age is she the 
wife ? 

Female-ascetic'-who will afford to utter the name 
of him who has forsaken his lawfully married wife t 
Text—3c5fa: l 555«TTsfeflR f ft* I 
ff%: i ap<n %nrf—t»wr:» snyfiwftftr 

aw^ftsftr^F qR gRTf^M f ^T , > i 

3#r STO K T Hre r 3?frrTOTa& ( I 

ftcfl CUSP STTH: 

I TO* ft WlffcWT^l 

g=T: l'* sft I SETW I 5Wlft 

fft! I 

Eng. Trans—Kriti is the stabilisation of what has 

been (already) gained. ( *pFf here means faftofa ) I 

As in the Veni— • * 

Krishna—Here are venerable Vyasa-valmiki and 

others—waiting with the implements of coronation for 
yon. 

By this the acquired kingdom is stabilised—and here 
is (an instance of) Kriti. 

i gw<ufy sra^i <pn^ i 

itoi ^dN*ft5fatftwifcraf«ra^i 



s 


tllHwwta 

ftra— i ’ ppi <r f^wrf «rrf* fa « gtjqrflp i if^rrt- 
sw srarc ww«i«f$: tra p pwflnN 
anftpfa vg'nOT*!* snw” (wrffc wA-jw 'p^'toru i 
stfft SPfn^TOPttfliwTCr 3g<mr srcnrcrr tj» am^sn^f 
fwn traiffc a r jMf>>*nm. -g ^ ir §ww» T w wn. strre 
switch i *ftgftTCPr-g wi i §www : ship s ft Bre^ i 
srcn^s sfrfrtftfti-tflgfas tsPt i 

Eng. Tran.—Prasada implies cordial services and the 
like—i. e. Prasada stands for the satisfaction—ensured by 
the rendering of services and the like. As in the same 
work the braiding of Draupadi’s hair by Bhima (stands 
as an example of Prasada). 

Text—snsisfr e tfa ga p w ii tm dh statf “fagrcfts 

t# «rprrt <m& itrfci gvftfa f BUHawf * n 

TCJFTt ^s^irrfvi^ 

stei trot tmsttf— ‘ercpRtm i (t«w<4)mfe!n) 

wwrai wfH^i mrai 

flrcn —iwbi fircrW arm: m sftr ««Rti 3^- 
wm«a«r wrfrs«j fipieRi mft 3 ^nTTC 5 fti 

eRsnrM rmt j^itr tfcr sffar:1 

Eng. Tran,— sum is acquiring of the desired object. 
And Samaya is the passing away of misery. 

As in' Ratnavali—Vasavadatta. Cheer up! my 
sister! cheer up ! 

Text —1 ajftfftUFl tpt, gH3ffm3 ffo= 1 

sfaw 1 «m *w iww*l - <wwfawi sjra ass'tw- 
sftw- 



TO HfUfr. 
jgjwrwt 



53: TOatftt! <mfa fara: ft g^ftwL 11 
ftra— 1 an^srawi wpnto 

srofwt! wflwftt ft «srt 1 aq^ra ^ *nft ^Htnp- 

»8Pm ?fit sftgft: 1 lull *ftr 

sft^r: 1 ajfasrrftm’gprfiifrT wi% 1 

Eng. Tran.—Upaguhana is the finding of some novel 
object. As in my Prabhavati—there at the sight 
of Narada, Pradyumna says, looking upwards—what 
may it be ? Is it the mountain Kailasa descending (on 
earth) from the upper region putting on ( at the time ) 
a garland of flowers resounding with a row of bees hovering 
(through their attraction ) for the fragrance, and whiten¬ 
ing, hither and thither the ( entire) horizon through 

his (own) complexion white as the cool-rayed 
moon ? 

Text —1 <JWRTf* 1 , 

m - w?.-- rfcfg i 

fafosl 

ftra- 1 «r*r fa^wi R ffa iwk 
mm qw fe fa 1 OTi»eft zr«n—srRr 
safa; 1 nmfui *mm* 

wwwRtiwi* sgwraii msm&' 

"mmrtte *m*C ffa *n**f » ?rar <*ww* 



( vrt® ) 35J8 "apft «RWRWtf^- 

wren*. TO»m’' *fa wwMa ^»rl%i sffaiQ *raw 
Swi3W.fa i ?FiRt etrcftrofaflpmm srfa «wf 
ffin 

Eng. Tran.—Bhashana stands for pacification and 
concession etc. As in the Chanda-Kausika-Dharma says— 

Then come! take your seat in the region of 
Dharma. 

Text— I 

I >pn I jf<wPd3> I ^ at I 

qfopia TOafa <r wwwn . i 

ftra- i ^ to' «firo wPdihm ignfit) 

«rrs<|: f&flw: TO I STCfalTO 

■ ff&mft re rfr i TOffc 

qsft I 'Wrefe; >^TO:” I W-4«f& W^N- 

Eng. Tran.—Purva-vakya implies the showing of 
(the accomplishment of) what has been declared. As 
in Venij Bhima—Buddhimatika 1 where is Bhanumtai ? 
Let her now insult the wife of the Pandavas. 

Text—355fa: i TO^CR^srrfks «WjflgK 1 

i »rar ‘tefccn ftng’wfrfti’' i 
far— < ‘Rjwri %*far *n^r ^ to rfarfa: 
mwfa: warefcrc i “TCKrra$irfct< 8>wrctaR* 

1% i s ijt to rmfarc. i m 



TO* 

mm m^ storfa: ww anroj tot «r* 

5RTO* ®T«i«*WI tfsjtftfar *RT®*RffR 

ffa TO5RPI 9T5T 3^|K *fe <TSfcTI ^ * 

gqsjfa^: W&\ *TT ffiTTOT S T& OTHfR: <K1^OT 

^fcT ^TT^ll TORP 3 trsr TO% “ft & ^5 

forgwtfa’' «ef2w^r.* i 

Eng. Trans.—Kavya-samhara stands for the acquisition 
of a boon (granted by some superior person). 

As—in every drama—“what more good can I do (again) 
unto you ?** and so forth [ See our edition of Sakuntala 
Pratima and Swapna etc. under q wiWFffll ( 5TOH31 
qT ?WF{ etc.) ] 

Text—^PR: I gq ^S r ^rrfid^ I 

fftr: i s m rec ro; — 

t n^ faaf sm; 
sfkn: TO^rfS^TO^: SRTt gpraTft<*r: l 
*rcfw: *P3 

i wfoa n Wt f ^gwrfl qfta* ii 

Stff ■JN<l4KWHd ft <8% ^ siSto faRf: l 
ftRT- i gra 5wr srrf^r mm, »ftr «&rfep 
to** wrowHiqy ssrf* wfcrft% arfofa?^ 

virih fjfaro ‘ftj'farorffcw mfeKMtifr’ emfct i 
3TO fwrr w snrta aster ^ ss r ft a*?fr ftP d a^Rf i 
TOrto: vrototfliRi toot* t s*rci torsi stero( snster 
swrter: snftte *w* i to* * qygn r te^ totoltot teh 



W i tmrc ifas * mm tj* 

Eng. Tran.—Prashati is the prayer for good (for peace 
and prosperity) with regard to Kings, countries and the 
like. 

As in Prabhavati— 

May the Kings now look upon their subjects without 
any distinction from their sons; may the good—who are 
adepts in discriminating the right from the wrong and are 
appreciators of merits—-live long (literally prosper). 

* 

May there be abundance of harvest and minerals ( gold ) 
on earth and may the people of the three worlds entertain 
staunch unflinching devotion for Narayana. 

Text—i “55 *r 

fm f 

Jid^n^RRf m&f i qwmtf fwte” ffa 

%fa<U . 

far— i aw g g rikupf q r fapreto dwwfia i 

srftojOT i 3f5r uifa pr%T fit m fcqrfa?*. 

jftq iaf %srftGt fa fai r fftrcfr fa i 

Eng. Trans.*—Here in the Mukhasandhi, Upaksepa, 
Parikara, Parinyasa, Yukti, Udveda and Samadhaoa, 
occupy prominent position ; and so in Prat i mukhasandhi 
"Hfimpena, Pragatnana, Vajta, Upauyaia and Pusp*; 



TO \\\ 

m the Garb ha sandhi, Abhotaharana, Mhrga, Trotaka, 
Adhivala and Khsepa; in Vimarsa sandhi, Apavada, 
Sakti, Vyavasaya, Prarochana and Adana attain promi¬ 
nency ; and the rest should be applied as far as practi- 
Cable—thus opine some anthorities. 

Text—as?® i Ifrjt' sW tpftPtftr: 

gmrWMl to TOwfb fifcroi. i 
rrohr ffc grot n 

sfo i to 1 

ifMHWito » to, gg t ft f fr —“fare m” fgtR* gg; to* 
fassui 

ftra-l t?cfit TOfHWq: Sttfigi TO 

dw i w i fa . srfag& TOfTro, »r& sift to ^i-jH ftsnff faapi 

atPi aiwnfa (apkisroft: \) i 

TOffa =^g^rf*5 rfrotfa siprI i «ngg«w(»t tro sngfsf 
rafrofttlWt TOtfi i WH . fWPB arftt^ sift 

toV to sorer f?ro., tfa ’TO. i aft 
to! to* Mb'* to' <mft gfawfaTO TO<ft*i» r Pi rM 
nMtpigri tp?i esroi tr qfcr rro w grot 

araroii araft gow; atM* refiroWr tpfftgn 

erftt aunt fliMdifo ttwpft tftroi, *awt totoV 
«rr triW win. rrcflr *t triro ifti was i era rsRft to- 
<pNt*' rra «nkf^:-<rt to% $«ifuw)<ri 
<h pi gw | r r wH ,i wswwf 3 gftsi rrt % gftB g m aWfta 
*ut ?w <wrw sromn wi ww wp^ swar 



*»• q r %^U 

msmv “f*m t^r”—ror* vfaK ?rac 

?T%T^ ^ ?% fopT? *% Wrfcl I 

WS'€#TRL IJcRRf 3 g fa^CTlfeMqWqfrfll 

Sftfflu *r*rr WW^ft t$s wfflwwf ^ 

<9 

gwpSbr anr* xwftri sfMtsfa ^hshrhj, <wfaeOfo 
sreurfo sfIw t 

srfa ^-spr aftws ajWRft ^ ?FWHm 

mfrftWWW ^F^RRTftt jft ar fttaq. 37fiRrfr!l JUTT siTCT- 
^feWWIH. '•g«9lf$flfareW*w4r«Mlfl «^?P I ^RWnrRTfa 
rfrwiifii rra smRraftr: j mft q^ffo r fafaw-rfa 
nfa'refa sfaq: i w- 

“awroft Jpwst «dW » wfa rq! 

»flwfc 3>W 8?qr vra^i 
mat a aifdaff^ fet ^hkwi, i 

inftwM asjur gsj^ i” 

agonsjft ^?f aftrarfi i rtrfh a araaafewram, sgsnfa t 

Eng. Tran.—Thus these sixty four Angas ( of all the 
sandhis) have been fixed by scholars. They may be 
indiscriminately ( or Irregularly ) inserted in the ( body of 
the ) sandhis—considering of course, their utility in the 
presentation of the Rasa—since it is the Rasa that stands 
predominant (that attains predominant position i. e. Rasa 
is of primary importance in a drama and everywhere 
also in OTffcB and consequently ‘deserves first priority). As 
in the Venisamhara, in the third act (which forms Garbha 



to 

sandhi ) there occurs a great ( and fine ) Sampradharana 
( Yukti) which is but an anga of Mukhasandhi. Else¬ 
where, it is to be found out what Rudrata and others say, 
namely that this ( i. e. the placing of Angas in their own 
sandhis ) is a rule ( a principle ) that should be strictly 
adhered to ; but this is against standard usages. 

mov ^R— 

m “TORTfaT” wur: 

5T SSRd: I bsmw qtR r dfol I arf*R sftflT- 

steuft 3 t crrfa ^ erfirea- 

ita qrcftowcswneT 1 m ft tftgtorT—' 

Text —Wwit yu s dfifW 1 

cpmrftp aHftow dW cwr i 

5WRpf SPKT^TWWFt ^JW ^11 

t\ V. ■ »v < . . . . -V •V 

s^|i»n «i0 TOST 

egfttef a*rr TOsaf sf stfm w 

ftm— i t iesip!' staffs* ft 
*%^RWT«rt ^ftafftT StffcFm” I g q ^ T ft ^25pft- 
arrrft *ftR—^rrft i 

otw3[i afT^gfeimtirgglT^ 

ftwfRcrftiii -tnwaiiiftwn ?ftr ^ppi 

ftrft sftgft* i mwiftw OTPscnro \ 

Abssr; *fa srftv i m sftgfaswr s w w^ l i ift 
i* 



ffa <TS% I SflfWB . *flgs sigo’fat 

<rr^n3L< qteNKP i gf-gft fti <dtest tew w i n , tfrcsmi 

«fNi4#prfti% *rte: i gsiRTOL gftas t 

sw r w Ht qq wt«nH , swrercut twiwfasreRMi «rteiii 
snrRt ^ Jttftemi ijmfa ns >w l *nfti anfs 
hp^ ?% «n*n i anr^te i r tew i tetefl *k* wr amwi- 
m> wfara. «pfo» ftr®n^ *wff * tol— ang anrftag 
n^HiRtef *N sufpipf * gsn^ * at ftwif i mhft 

*roftn 

gte -a fflfoft aft qgg g41l<.*^5ffl fr *l%3.l 
«ffl£M 5WI «|af a jrfftKffi *tet. I 

srat?r—"ymwwi*f' tftea atereqfo g h 

tfafafite s ra f fa iire% 11 

tei— flwrfsrifa wtenjitehfei «n gn: 

gran wnnaref ^ nftau i wn n fa nteg i— 

g% HK< f te»mre i H. i 

Eng. Tran.—Six are the objects of the Angas ( i. e. six 
objects are to bq. performed by the sandhi- Angas). 
These are—Composition of a desired subject; winning the 
astonishment (of the audience) ; dragging or expanding 
of the plot (of the story ); ensuring the attachment 
(of the audience) to” the staging of the drama; suppression 
of what deserves to be suppressed; and exhibition 
of what deserves to be exhibited. 

As a deformed man is not fit for any undertaking, so a 
drama, devoid of jthese Sandhi angas, is not fit to be staged. 



to <rfNN : 

Text —i iffTOlftpn^ » 

<R*n% 93 WqKaTO ^ ^TOL H 
ff^f: i sn^i swR5ro^nrf^ i ft^ 

V$MTfo -5R ^WMaWW'tfWfoT 

*nn 

f^Tci i 33 BF^nfa anrrfa «£r to 

’ N it toh* , 'Tsfe-strq^wr srffcrrai*^ sF’fcrrftr 

^tn^fTTt.i A anrrfa arMta i itf \ 

TO 5TRR5: JrftHTapBSS ^ 5TT3% 5lTOp<Sh 

3*3TTfa 5ITOg^spft3nift W(fcl I 9** f*TO 3 

SUM 3^‘ “9T^T” 5 % I rff| TO 5TTTOlftprrq^ 

Qurrf^r 9 ^rfii*i^tnqi*^ «tw srfiw^? sRaRfr— 

39*n% =tttos sif^nafTO =9 at*n%, 93ra»i$n: t r?TRrr t^srrf^- 
9^3 3TfW, s r fd^ T fa pET sreft =9 qaTfa aflnfa ST9%: I TO 
s*fa “53Rj” aTO ^f^na^: TO enn^f TO^U 

9 ^ 3fsw*rrcr^(?) to% 3 arfa- 

TO J —®!f ^3 39lS99ft?B3rf^?9T8 ?fe WHH 5 ^^- 
HTSlt SRft^r & TOTf;, to t£$ fsp? 

sforM wri w stf ‘%R9 
ZmC I aRT tJ3 aR9TO*N Sf^W IRfot 

wrom^ arnisfSTO^ran^rsftr 3 <tq: sro 1 m sfter- 

9Rf sr#r aroftw^Kciqi l to% TOroftaT - srfcwrftwi- 
anitar TO^ ~ *^Wfcw fr 3 9HHWfiH I 9«i?ft9 pw^ 1 
T^qrf*5T itm\ TO^ftrofa^* ^d 9r ew9*TOP«*f 
HWms t HV ^ l TOP* * W fl»TO tRTftansf TOR—aiTO 
&nm l ^TOlftH T TO ^I fT fa 3TO* 



*rr Wftsffce 

•rarer, ratirer a ftr ra ftrer sreft rai ^Mferanw- 

wratef eftoirerref raren rerftrera «F*wfiwretft'ref 
srera.—« rw?» ara^ grerera. raw raftrer aParaftre i w 
rererafir ftroratg: i rapnt •rarer, sfaraw sreft m i 
•ptat rent ^ftarararagraii a^urrftr arftra^u 

<w»re fawnft fturt reffii »ra. reraragre; rarelraftwfa rer 
at^Li eftwg raraf ftrafagrairei (aw ‘ srarafV’ 

TRi 9^9ii ) I 

Eng. Trans.—Nayaka (the hero ) as well as the 
Pratinayaka (the rival of the hero ) should act the Angas 
pf the sandhi. In their absence, they may be acted by 
Pataka or others (such as Nayika the heroine, Prati- 
nayika the rival of the heroine or Prakari); and in the 
absence of all these they may be acted by some other 
person. 

The Angas of the sandhis are generally to be acted by 
main characters ( of the drama). But the three angas— 
beginning with upakhsepa (i. e. upakhsepa, Parikara and 
Parinyusa) can be accepted as valid if acted by minor 
characters (can be acted as well by minor characters), 
in as much as the seed ( of the drama ) is but little deve¬ 
loped in these (i. e. since they present a very little 
development of the seed). 

Text—stat rara ft mfrww s wl 

rat %rarar tiwitaftKHMMtara n 

iftpi w*jufliMyiragrara fareaftsfep, 
am# rerat BraRmafcmi 



TO 3yH 

ftra— i sig erarffa awiftr fan, arawila 913% 
fiftarffenft » 3*% i tsrai 3*rf«i 331333 . fftr <fl«ifw i 
*s*^ ft 8**fo»pira ?% n^ ra* awera** eft* qjtai* 
SOtram «ftft3133 *131 53^3 dfrfftjW, H5I313 

313% 313%!%! f% 313: I 3f TOJ. %3®31 atiraftafe- 

raai^ararr i 33! suftft wuwiiiw am% era** 5it% 
tff la 3 l f35 H 3 3^33 $3%3 33#3 313% 333i«f%l% ?% %3»- 
i|3 HW I H33I 3fti fftltwfagu SWWIH, 3ftft3*f 3 $<3%. I 
9PJ *3^3 3l3tsfa *mi! I 331 *ftg%:— 

33R1%3 3 CT W ni te n w nn ft 913% I nftfa: 38*3f3I& 

3831313^33 I ( *3 >* sentiment; and 313 is Emotion). 

«ft3'ftft— 

“*33I3T3?t§3 5pfl399%$3 3 1 3TO«f 3P33m3lftR3t- 
33*rf! JT9SI51'’ I 331 %39*9 $13: *I3> 3 $13 33*83% 

33T WWfft I 33 3T33t 3# 3)gH3 11 3f 

««it3W31 ftjRSWTl %3t3t aHl5P I 5W 9WHW. «13%5I3,— 

d 

33! f5H3lf' HKFWH i nW * ftjRB3i 5*1313: I ‘ 

era 3$ 3r9—33% M e ftft 3 1 3331 1 3? fS3t3333 %*- 

*313131 <9391*3 %g l 95 T g5 ft % H%g33»^3n% 33*333% 

* 

533% 51*1 $l5*Slftl% 3 1 WW55RU5' *851539913* ft*fW 

913511313 swsKra egi^raj? a^3 $K#i 3 ?. 

*8513331 ft$l913.l 5ra tjlHIH SWWI3, 8IWMi)3 3%5Ift 

emfau era** “ssrararafra^ft eraroiraftftrairauft 

3rf*P (% t'ftei: I 

pwftmft ft wft fteK Wft ft eunft qftfaiftyyi, tj3«Ni3. 
3531333 : rapt (iwnHJwjf 3133531 «f fatten* 



ftsawf ^ wW< t wfiptn <rt b*«f 

jtrth. epRsfsm. fwrft st <«flwrf<iaflst»i—«rdt tsm fir 

gastt ffit srrfitu awawf ?pr wtwifum stfit dfen «mr 
fl wrau ft snn, StWStfi’* 5Pt tot tfct sig 9WfiW- 

ftrfiri 

Eog. Tran.—The angas are to be inserted in the body of 
the drama solely with a view to present the (exhibition 
of the ) sentiment (Rasa ), but never with the motive of 
simply placing them, and simply to observe the dictation 
of the works of the authority or shastras. 

Thus, the separation with Bhanumati shown in the 
Venisamhara has been too improper—on such an 
occasion ( of war ). 

Trxt—$frs:i attassj I 

sftjtoH. it sftgt aRFW I 


ffa: l l 

fat-*-1 w fi s t ffrtm . atftasft* gg tiTgyft 

M * 

sfaftw ;wl i w arrenr—sftj ?n' m. 

gsrfc atfrssn, tjTOnsTRjrfiifaR wwftfltH fW sr wft- 
5 pJ:— srfta tf Tt frat wft ^ MW i f< 5H i rost W erf*WR atfttfcw' 


ewKWH, strar. w' «ftoR sw spwfiti 

«R5W ft»t left* tra. fflRm 

«t«yratK | Pto ft*ns? straw&i^ m. «ftft*ftn.i wr 

etsmi WS st ttS TIRtR tp snWWft Sarf^.i 

ewiVi—w?t mitfi i nwi ntBpri W ift ewwymn www 



TO TO8WF v** 

« R vmw r 4 tr i R iq ji« w | fa«i . iftrotfP wen**’ *BRft 
frajw^srtMsr^swfis^ i 

Eng. Tran.—What particular feature appears to be 
reduntant in the presentation of the sentiment or Bhava 

though not conflicting with it—should be either twisted 
( so that it may not be deemed redundant in the 

exhibition of the sentiment or Bhava ) or never be told 
(i. e. suppressed ). 

Examples of these two are to be clearly noticed in 
high class works. 

Text—i arc fftap ( )— 

fact— l OTC ItPP I *13 3>T 5TR 

'TRTf^BT I fftb 

ftfa i opr sftgfcn ftfoar ggiwu i 

^ ilRT^OTf^lcIT I ?lrW*ii fRcTF «n«IT- 

ot« m: i ^ ^ tot $cf i ssftfa 

i crc ^r:—i ^Rreft i 

t?pM& StaST TOITC *HcTC* '®W *ROTlt I#rt 

ftsr- arcfw i tx«T *msft sftfrr i to* 

ft ^ i *V4fiw^— ft5te*TTOr sft^rr:. wwltaa 
a*n urt^rT au^r^ ^Tft affifa— 

ft SfTfo m 55ftfflT sffarTT ft^sRT^ I 31$- 

afcfi to* ft *rreft *rrfa i 

q fa ft s fo -*'fm tpr: swottm *rreft 3 

yrrcT i” (P8i). ew^fttf qftW<=wt 
qWFTOgq* UTOft iRffSRg 1 



Eng. Tran.—Now the Vrittis (Physical feats or postures) 
are going to be spoken of herein before— 

Text—i *art* (t <fr 

# ds 1 W ffa: gs&r i 
ftpft |iat traf:tT3iPt tntjw: I 

faa i (IfW ifti gftt; i erat towhm aa. i 

tfts 5tiR: i) siw ffo erasnufan i aracft am 

iftp srfrmwfNm fo" # 5t*tt sforajR& STRU^t itW 
#wNt i a*tt a?s a* t$rg at# ?fa s'5# i 

era “aabr” f3Rn “eprtg srife tSs *fct anant sat 
sftaat teRRpft^Nri “arrtg” *fat sr^wts «(k- 
jM frwjW^ sf^j <rag ( etidjuwi #?n qag) % 
wri# ito sr$srspt<irerc: «Psfttt(n srfires^sr 

^?hrwwii <wra wgfip ewtftr—• 

“tpJRtt g«Nhn frwt arenfwn! i samfpunal w 

•fltfwMH. WlMd i 

»arft *k s# #gftis amt. iftiOfa at, ata# 

. araa’at 

(ftsfai^pswT i *nna%w toaj&dtf arc*# aftu 
at# atfa faifat «m asfcwt t" 
aatfiE—*ra't> ta: sffti gfa gaaisfts sraa: i 

aa* HW t lH rf ^ B iftstoi : fav *ftt i 

Eng. Tran.—Kaisiki Vritti is to be adopted in Erotic 
sentiment, Sattwati in the Heroic sentiment, Aravati in 

the terrible as well as in the hateful sentiment—but- 


TO TfaNs 

Bharati may be adopted in almost all the sentiments. 
These are four Vrittis which are the mothers (so to speak) 
of all sorts of performances. These (i. e. Vrittis) are 
{thus) physical features (i. e. postures and the like) of 
the heroines and others (other dramatic personages), and 
these underlie all (kinds of) dramas. 

N. B.~ Vrittis are no doubt postures ; but they must 
be understood in relation to speech. This vritti is the 
physical outlook of the dramatic performance. 

Text—l 

to l 3P* ff¥l l 

<4 #r^rf^rer 

W i agtf gto ?%- 

i mt* n 

Eng. Trans.—Amongst these ( four Vrittis ), Kaisiki 
( is being defined )— 

Text— 1 3jr tsfafj&r i 

to— i **rr ff%: wf ^ sirof 

s rr ftf^sifeHito r Owl itat toro 
B r to rft ft& r tor *ator, cwt ^ 

erto * TOtiHB>WBfrTOTU * 

wrof sFTwrarerggrt wr tor* srton ^ 

snw: 355T%: ?Nf mWP gtRRPe ^ TCT: *Wf cTRSft «ET*ftT- 

ifltojnfa gw tpfwro sitofrn toto 



*fwwrfrrar stoat Ifortfrtftt *ro& nw^i wwflE 

i twfcraT 

) s^np>iT i” 

Eng. Trans.—Kaisiki Vritti is that—which is striking 
with excellently fine apparel, which abounds with a good 
number of females, with dance and music and in which 
dealings and attitudes proceed from ( or for ) the' enjoy¬ 
ment of pleasures and which presents lively dalli¬ 
ances. 

Text- I 5TWT ^ 3*4g%5if J f H T gfi tgtsq 

I ^tWSTFTOT: l 

te— I et^T: : ^Tlft 31WTft I 

34ft4>3P tqifSPP I c T(tJ i «p4*jpi 
Wrffa: TO? I 

Eng. Trans.—This ( Kaisiki) has got four angas :— 
Narma, Narma-Sphurja, Narma-Sphota and Narma- 
Garbha. 

Text— m~ 

ftra— i fof 3*4 firfflfa \ 

Eng. Tran.—Amongst these four divisions— 

i&m i sp4 i 

fm I f g ^TOvfif stgfr ffct 

fg*5nw 

f9pS:, m 



i ?l*r-nt*n?f wfftm gtftiwiH, wfas 
siySpT €? JRt ftwpf to? i emrit Jw- 

jftffcr to? fWlM^TOWfafo ’wsijp i amras fgwm^sr- 

|q: qftsra: TO? ?fa qfcni! II >arTO9>lj^re: nwfani^M^ 

QTSmn: iftSRP WTO?, 5TC faVTOffafa sffapi m TO». 

SWpET^rfcf—cW 5THT S5IT#T . ftffef y^f^^-<WT 
sresnw^r =5r—>2srKftr^T#fr xtf ^ * 

fafedftffa frrfNn i “encm^r^tro-^ wft 

I 

Eng. Trans.*—Narma is gallant sporting—that ensures 
the satisfaction of the beloved one. It is of three types— 
Narma performed with a simple smile, or with an erotic or 
passionate smile or with a terror-striking smile. 

Text—ffe: i ctst %^r#r tot 

m*m r ( 4»«w> gf fe r tot fa am m wfft arc 

faf&T, V& ft 8I3ITOI fawTO [ ftmtf=ftSTTO. i. e. 

Eng. Tran.—Amongst these, the example of Narma 
accomplished only through smile is. in the Ratnavali. 
As Vasavadatta—(referring to the picture-plate, with 
a smile ). Is the other that has beed painted by you 
meant for displaying the dexterity of venerable 

Vasantaka ? 

% 

Text—fftp i tot srftr 

tors*- sRftffa to ft (sfa >i 

( to * ) 



Eug. Tran.—Tbe example of Narma effected with a 
passionate smile—is in Sakuntala. Sakuntala to the 
King, what will you do if dissatisfied? King—This 
( with this, he is about to kiss her). Sakuntala turns 
back her face. 

Text—ffa: \ q mrercSN 

■rcft—HHraT i anrfMt wz Umwpi \ st 

ftra -1 wrcrafofterci w ssRfr mi 

Eng. Tran.—The example of Narma effected with 
terror-striking smile is in the Ratnavali, in which on the 
occasion of finding the picture-plate Susangata (says 
to the king )—I have known ( understood ) everything 
together with all about the picture plate. Now let me 
,50 and refer it to the Queen. 

Text-fftp 1 itfgOTWrfrf 

^irarftri 

m 

Eng. Trans.—All these (three) examples of Narma 
are with reference to speech (i. e. these are examples of 
Narma effected with speech). In this way examples of 
Narma with dress as well as with exertion (actions) are 
also to be found. 

Text~^«: i wtf t TOUR* l 


#1:1 »wt - nrw f tawH . g wmgftreamH . srnms*— 



ftras 3 ^ I ssfa wc>g$ i sftran* 

f wp romfr *rfir» 

qt^fiWii -^gT 1 ^TT flTTOT orapff ftr fW TOI* * 
qnftfar «wf* i 

ftra—i ere ^gprff ^ won* wwftr i *r 3 
5TCRPT: sim-snftwts JITOflwfal ig«R^ ! W* 

5TTO 3TTCH*T: ^5R3^ TO aT3SP—STT^ SPTO^ 1 l ^TT 
m&r- TO* 9TTO^ TO <TT55P I cWfT^ sftlfo-TO 

totcMWt 1 f N ?ft srf^jrtt ^nrarm- 

TOTO«*W i 

Eng. Tran. Narma Sphurja is the first meeting ( of 
the hero and the heroine )—which begins in joy but ends 
in apprehension. Or better—Narma Sphurja is the 
happy beginning followed by apprehension in the first 
meeting ( of the hero and the heroine). As for example— 
Malavika having approached the hero ( her lover) in the 
tryst, the hero says— 

Oh beautiful one ! please bid good-bye to your fear 
in this first meeting (of ours). I hg*e been long cherish¬ 
ing love for you and now adopt the attitude of a Madhavi 
creeper unto me—who am now a veritable mango 
tree, 

Malavika—My Lord ! 1 am unable to perform even 
what I like through the fear of the Queen—and so forth. 

Text—fftp t m tn gfate— 





ftra— i m towSt-*- 

Eng. Tran.—Now Narnia Spota is being explained.— 

Text-^afa: i ^Rfrssq^ft m* i 

fftf: i wr qrafl*nq %— 

mu teRr%ftssm i 

swfa *F^rf$r fWft =* *?W, ^ 

wtt: ftnrf^i ^ ^fkcTT^»« 

JTTW fllc5^W^<lTr: *cffa: swrftiw: I 

ter— I *TT^: qfm'- f^nf^Fr: SR55^r: 8|g T5 Hn ftw ? 
to qsr 5whq?r2t tra: i cnt 1| w q % ~q q ^ gi te *3 

*n«rrcf ^f^ssqrot w*n i sfWtsfa—*rm&* 

tort* vit— 4imA«viwswpl swntro 
f^rfcT^ mm srft jtoitoi <nfri gscfart s p » t h^i : 
*rftr *mt: ^TOt farorf^ i 

Eng. Tran.—Narma Spota is but a scanty exhibition 
of the sentiment through a small quantity of Bhava. As 
in the Malati-madhav a— 

4 . 

Your gait appears to be slow (slothful); your eyes 
void; your body rough; your inhalation deep and 
frequent; what is this ? what do all these mean ? 

or what other than these may occur ? The order of 

« 

cupid moves in the world ; youth is a disturbing element; 
( or youth is very apt to be disturbed ); and those objects 



qt&yfaiV V\«* 

( as well as mental expression ) beautiful and fascinating 
as they are—prove to do away with calm composure 
( of the mind ). 

Here the attachment of Madhava for Malati has been 
exhibited to a smaller degree—through a small quantity 
of Bhava—betrayed by slothful gait and the like. 

Text- I TOTOtf spgt&qqfw I 

TO cNfa--TO- 

uTO r <WFwq ,i 


far- \ 5HTO5T 

irwMs i TOffc ^q%— wr^prf t- 
ii4»nfts%^ri TORft to 

xrrawt : ftwiftswr< i to *t faroftr- 

*BTTO[ TOfR 

i tot srr 






:S3*W»: jf 



ywftr i 


Eng. Tran.—Narmagarbha is the attitude or action of 
a hero lying in secret. As therein, too, ( where occurs ) 
the dissuading of Malati from her attempting to kill 
herself, by Madhava—in the guise of a friend. 

[ 9ft tfoflW W l WTO9L to. qr sraawftffcr: 
gffirg srwRftro: sirf^ro 9rfo mmtf 



WfWFlw 

s?nu tow * tpr *% 

i 

Text-ffa: I m rn&rft ( )— 


f^rar— i 4fcra»ffftr' a^rr 

«flOTtqifrWf s an^n^ , ?rtsuF3R%, tsfamtaranp h 

iit 3 wwji fftri “tftajt*!: 

WWFW” wfto: I 


Eng. Tran.—Now Sattwati Vritti is going to be 
illustrated next. 

Text—I 




sr?qf ejwuFrfaftw «rs m am i» 

>& O 

3WPfBt»I«Nl<?P tfBPP Vfrnfa I Mtm 

ffa ; 5R!IK: gRTOTi «Tfctfftfap II 


ftw- i m ff%; a&t qaf"i m%Vt sajrrifr, am 
stfc?®! jt*frn ^Sbt ?gpp, nji amW mnftcflKwOw 
^FTT SI3W<Pn am ajppf: «R3?RI ^ a§3St <JJTT I €t?<tf 
ansRtnSi tpamr smMre »wR?5ft *aet> ftsfm ?rta— 
tfen am sis at sirosiM ^ *wfe i ami ararai: aww 
strop SSTP am . iWs ffa row: fttw: %s 

<rfttfftfapi amfc *oti%— flrefret aremft anssfarom- 

_£* 

33OT : * 


Eng. Trans.—Sattwati (Vritti) is predominantly 
abounding with vigour, strength, chanty or self-sacrifice, 
compassion and simplicity. It incorporates joy; has a 
vary slight (touch of) passion, is without grief and 
astonishing ( in character). It has got four peculiati- 



tiw aamdy —Utthapaka, Samghatya, Samlagte m4 
Parivartaka. 

Text—sato: i SlsWjffilN* TO*t i 

ffo I TOPftTOft^-- 

apRPT ^ ftWTO ^ ngictftsftr <|HSFT *T 
wftr TOfa i 

TOWTOTOro gTfaf*mrof¥ 
arftro. frxjpnwRwft wft n 

ftjcf— i am s»«nt - 

^isfr: ftft: g#dRw(t 4tft<crrtaT tofts g*mit t 

am tggrsRrs —top p er TO<t to» am 

gft^- ^iPgpTW T ft r 3tf TO^hrTTO: 3lf^l ?% 

^€WW^rmdR 3 EWW <> I 

SBRTt TOT TOPftTOft?t ^wnp 35TW3R^?t% I TO 

to mrait i wte faywr*H to* to toto 

a i gfaTO ^ 9 fto smA^ \ iter % gftrefiat ^ wTgft tot to p8 

TOtftqfrgf gfl gg r ro igcPi tototo: tot sate i W3w: 

gpft TOFfa flffStf To 3WF5TOW TO# sfa wr%-| TOT I 

TO to anrowr w fTOro ^ *rr sstsffc i to 

♦ 

dhTO&l* f% it «WTOM TO^Pfa?* fftl *t fiTCTOTO T 
m*|ik mr fw ^ i wsftr atg'n wfsfr m 
art iot f?w stfr it Sg®nR,arn a^w mn 
t^wp— wg i awtati w ?w m<Wd. asjaw «n«K« fours 
srrfor—wr um‘ gwj «ft snwt «Q*^5H wtftfo 

ws «f it inp i 8$. mv( fo* s, nj3 : « firwasnwo- 

wt ( H*wfow 7 t . 31 SBPPl IB^ri snot) foTBTOWtm 



vww® f^%T m$'' cnwfr srffcH ^rrflV 
5# ^ ^Rn*i P^r 5 rjot i fasr cf^w^fn’^ 

^ *3 

«!WWW 5% aTPWWtf I faster 5t%S* ^IWW^i 

■o 

«T 5 r 531ft swrafa i ^ *nte sRNrareft 

^kTO’ $OT SSTTOeftfcT g^Pffit S^r fa^ I 

Eng. Tran.—Utthapaka is the exciting ( or inciting ^ 
utterances of the enemy. As in the Mahaviracharita— 
you have been found by me—(the very sight of yours 
is) for joy as well as for astonishment or for grief. Where¬ 
from can the gloating of my eyes be satisfied by this 
(short) beholding for you ( by me ? ) Neither can 1 be 
the subject of (enjoying) pleasure arising out of your 
company ; therefore what is the use of saying much in 
vain ? Exhibit (display) your bow in your hand that 
has conquered the noted Jamadagnya (or that has attained 
fame by defeating the celebrated Jamadagnya). 

Text—I *psn434WMft: I 

i *P 3 Rrcin *rer— u$wu*nmI 

srororfa cm i wrwi *wt—* rar*tf 

ftlcM JKPWeOT cWT 3?W?raT 9?*bfl5lfo Vtf 

* ipr, swfa* ^ gfkr- 

Eng. Tran.—Sanghatya is the breaking up of a League 
through (the application of) diplomacy, through bribe. 



or through luck 'sod the like. Through diplomacy—as 

/ r 

in the Mudift Raksasa— where the estragement of allies 
from Rakshasa is effected by Chanakya through diplo¬ 
macy ; an example of “through bribery” is also to be found 
there. ‘Through good luck”—as in the Ramayana— 
(where occurs) the defection of Vibbishana from Ravana. 

Text—i &5W ^ mftftteTOmR fat) tm«RTT I 

3«r 3Ktr(t$a: ^ 2 

qww'- - 1 s ^m pjqr t^R f ter: <rcspi 

TOTf* I 

ter—t ntfta ^mT ^ tot: gv? 

m m - rn sfe TOTTTOf 5% TOtl g =* 

#55TT: TOTTO: W^tTft^^tf?«Wr TORE: ^TO3- 

srgtete: *§•• TOfaefr ‘Rip’ TO^^rft%— 

Eng. Trans.—Samlapa is grave and serious utterance, 
replete with various sentiments. 

. As in Viracharita— 

Rama—Is it the same axe as was presented to you— 
who were a pupil for thousand years, by Lord Nila-lohita 
out of pleasure for your victory over Kartikeya and his 
followers ? 

* Parasurama—Rama ! the son of Dasaratha ! this is 
the very some axe* dear to my venerable preceptor. 



Ito agtimmnaz 

Text-sftv l HKWH W FTOtjM W»f qfatfas I 

tftp i vn ^gim—*ft*p—sasiw. twsti siiMjfiwj mwfti 
mum* sftw a n fw gp ft vroftfo«imi awnsmprftnww 
«m iwwft fftt t 

ftra-1 srcann. tpi wwfa sp^nfcr 

v^Nh, wt «rftvfa, wftffcf ftgW aPVKTW^ <w?>f 
iftwfv f% 'uw i n^wwftftvns^ qftsnsftsr W*nc- 

#nf* gfit sftre: i 

ggrtfr vn WW?ft i m *fr*r- s^nn iw' 

'fftgFSg ITOT^n: gffilWW W ' Wl* SITlf% gftl spf 

-O 

Eng. Tran.—Parivartaka is the taking up of another 
duty to the exclusion of one-—which has been already 
undertaken or begun. As in the Venisamhara— Bhima- 
Sahadeva! Go you please—follow the superiors. I, on 
my part, shall enter the arsenal and arm myself or I have 
to bid adieu to Panchali. 

stoi 8wsm*rft i 

fira i aisv eiroritw': atjn’ Sfct* ^ ftvfifir ipwip i 
irotH gfin- >wa i «m-wwi ift *wwf>H* i wt 
fcraifa gtsrft vt fas' ataiwNiwrfT vifeet ?ftri 

Eng. Tran.—Now the Arabhati Vritti is going to 
be spoken of. 

Text—I 
tffWt W»MI$W(fll«£r »|?|Tl 



gft i i*. Ml 

WWIMWMtffl <IW5HWHWi. # 

WR! WRSHIP JlOIW •• 

ftra— i nm jfwt. gswran tewtefrten; itew 
fSHStoPOTI g^STRm sNfaSRIT fiw^ WHtftlte 
teurci-era snteite *wtem i wn <w 

«rwf <pv ns»m <*wfcfa«t—am suteter 
stop— flgwi wfrwi 3 ®n ChRwwrai ^te 

i siter*. was 1 aftstewfP wterawsft^ wfafa step 
wi—uwi 3 wwte «il>Kmi«m^ 5 Psraimi tHSHwn. 3 
gronsq.1 awi* enw&in'swrc! tei* wt 
gate dfaftew i amram* 1 

Gog. Tran.—The Aravati is a firy one—replete 
with such feats as Magic, jugglery, battles, anger, aimless 
movements (i. e. moving to and fro under some impulse 
or passion) and the like and in which abound killing, 
capturing and such others. Vastuthhapana, Sampheta, 
Samkbsipti and Avapatana—these are the four varieties 
of Aravati. 

Text—jtffc: 1 n w r g wrfa f s^ wqswrag«R> 1 

ftei n»P 3 *TOnA- 

sfarel steftsfr tMfatew^fe TOtftfr- 

Sf*RP wrap T%rf*T wt: WHWHTOft I 
qfr ^ww r wpwiAMt i' Miwg i ^mi 

** 

flra— i «w wg u rwn fttei% 1 nwymtef smtei 
steftel *ra sntero wrawn ^teni te gurateih 



itoN «r^[ *wrM an 

qpg qmsHfamt* *fg «ftw \ sBRfr ^ i am 

TO*TR ^T 3flft 3rf^: ( TOffiWTfor* > 
tori* ^tfipRi: & srftr gpm srf^r swot m- tot: fiwr: 
fai^ nfi rft r: ^i^r^iw^rft fa: qRfdftKflia : *RRrcnrc- 
sn& 3fiip% i ^ TO* r racft 

S yfapif ft 3qtffa W cTT^rr:, 5WT 8n«m^»n 
brhr siftRsftisri^ g^far ftaOTfci ^ gram ^ tot: 
TO: cfonR *k?KR q*fiTO TOR gsrfo $4ftd I 
BUT TOR& T 'WFWKI^i —^TT^T q^gOTTO I 

Eng. Trans.—Vastutthapana refers to the thing 
called into existence by magic or jugglery. As in udatta- 
raghava, “What for, are these radiant and over-whelming 
rays of the sun being suddenly suppressed by this sky- 
covering dense set of darkness ? These jackals with their 
stomachs filled up with the blood from the necks of the 
dreadful trunks, are throwing out sparkles of fire from 
their mouth-caves, yelling (at the same time) very 
fiercely. And so if<wth. 

- Tevt—$?RF i Sgfog <WWlg: I 

ffttu * 1 *1 1 ara 3 w.aiq*raVqaa:<ft = (amgre) i 

ftra— i ^frswT asrctft: a*fr* 

wurras nws g rc t?» a^a i «w “fcsn” ffe wft 

gfa <WHiH 33% 1 

Eng. Tran.—Sampheta is the mutual striking of two 



•• 


excited persons in quick succession. As in theMalati 
Madhava—that between Madhava and Aghoraghanta. 

Text—i 3T > 

I TO 3TOHf& I ffefhf IPTT 

"li^r-i^l \ TO *T 5IP5TO- 

“ 3 TO 3TOTO%” - |fh I 

fro— i faro sror 3Rw^i srfa srr q^- 

TOTT TOU TO% 3 %fR|: 

i «?3r g toto^ 

TO’WftrlcT I femiViK 

wrtf to TOrofam srrz% (2 sftorai^ 

srfenqWTOni) toW^jt tot 5 ? snfij* 

q^q$lfedftwi?wi»il *>P3TO TO ?cTO I f?TO- 

^fTOL^TO ^ l^tTO €0Rft TO TO^rf^TTO.-— 

ftwfc UTPRWM^ TO *TO?fiL 
<ro qretf faftrfaiStfrsfa i 

®ra artii^i *rr*T2~ 5g: TOfo< ig TOTO fai^V 
TOrftprr qr^R^Ti faro*Rro. ^r : ro* t*q qrto 
tfwiTO rtto* 3?f? sr%fe: w^i terror «ttto 
TOrorfar c Sfo to ^totop# atfa tfferte tou 3R»*ft 
TOB^lq—qpsfeRwItap» OTFdt to 
i rt< i q i TOifiw<WH ~" ^T f ^fir^ T sfafan nrfaft mf& 
qrftr grfto flrfNrofefKft *rrftm§ gjftro <rfa 5 :-ita 

STCtffijfan #TOTO TO wA«l® q^TO 



4k<flfann «wwmfln wmww w ft <fN * w i »ft ‘3*rr 

toprttkt fsnfiprr ^ w^wn i 

Eng. Tran —Samksipti is the manufacturing of some¬ 
thing or creation of something through art or any other 
way. Samksipti also occurs in the acceptance of a dramatic 
person in place of one disappearing (for ever). As in the 
udayana-charita—the manufacturing of a wooden elephant. 
An example of the second type is in the case of Sugriva 
after the exit of valt, or as in the adoption of peaceful 
disposition by Parasurama after the parting away with his 
haughtiness—( saying ) “the Brahmmical caste is holy/’ 

Text—l » 

mnmfkgnH, < 

fftpi «wt—— srtopi ^npsp gw 
5P?fo \ 

ftra- i svilwr: to anro 

tpr tosh anirtawrR* 

WftRWLI ISRfr «ptr S3TOITOB-W%— 

m**m® gsro uiNnqt 

3WF& e?f fiP N%<iKitW% I fa* 

ffcefarsnf OTfli 

) w ( to* wrtf^ri^i > atftf aw- 

Eng. Tran.—Avapatana is said to originate from 
rushing, trepidation, exit, joy and flying away. That i§» 



w ^NN' MH 

Avapatana is tin oonvii Irion— 4 ue feo the aforesaid 
matters or things. 

As m the Kritya-Rarana, In the sixth act—"enters a 

man with sword in hand*’—from this up to his exit. 

Text—I UTCft l 

lira- 1 traTfereti ww m «m'wr i *n# 3 vm- 

tftpi ra etigwnra i -«raqr ?m srranran tm 

Sfcp ntamifii w tW SB«nf^ 1 twtffe gfa*a‘ tmjftifa- 

«b‘ “*n bwstohi gwHfwm , wfNfS^uu 

*raw¥r afwr ra wrcfr sira ftoi” “arcs 

#5 wroft wrtftg" ffa «A^ni 

Eng. Tran.—Bbarati Vntti has already been dealt 
with ( see P. 81 . ante.) 

Text—am snsfTWf:— ( Stage-directions etc., in 
utterances in dramas are being stated). 

Text—i srwrsf JfS^ ?rf^| tpf 
«w«rwf srarem 

TOfST SWWthl 

<wm. 1 

ewfts^ W-Sf*! tpt BiraL w«i«n«el «i«til ^ rfw ( l 
TO wlfia ^eudj Twi qronjpno i 

ftoi tp «iwi\ uti^reranraras «'* 

<jwi!i Hwiftrararfira' ftprawwtH w* s?*t w 

m£t 

M>SH-U^ WWWS tWWMWItftflUt 

WW.I 



MS 




ftra— i «ns “faroTOf i&mt mfcmw n/ bBr 

ffa I r& 8# 3mTtef 3$nrfa--affiL 3FTO 
<rtto qrto rnyti c^sOTTf^f *i%?u *r;*to‘ ^ 

brto mim sr wftrpt, * toi sr ^rp ?sn 
QRTOd^TR TOR 5RTO^ fa%SRt r fet^ RTOfcf TO% l 
BRT^r “cRTTO 8W ?% 1% i '*TO* 

TO% s?ro < Riflflnq i ^ sft^r: i anr ffefW ftroscTTO. 
^rf^rV TOrfa f^TT^-^nf^n i asmflroi sjf^a^r 
w«bri, ^rh a^ro. vmm «fot 

^ «rf% aiwft^r^yr ^ TOfero* smu “fiwdnw^- 
^Rwwifro «^rt i «rr ftro fa»r^ srwrn* 

5% «ft^r:i 3R TO c5$TO 52TT^JT—f^'Tdl^^n fcfTO^ 
TOWf ^WT^r: ffa fi^cTO*! P:WH»iFfi 

?fcT fePWWnH; I 1—^frWc5& ^ SRffTOL 

SRTfTOTpT RTf^RTT W<1 crft WP ^TTdT^m: 
^.1 m&& ^1 TOTR TOT^ STTfaRT fftfc 

cRL3RTf^^T?U tr^ TO*rfa W*~2T: *&f«R; TO 

*<TO TOR. TOS. TO TOT TORf: sTORt TO; 


5TOL «fifW TO Jprff^f^fiRTRfTOL wfalH, y-dlfcWH'W 
rs r^ftro. 3R^ sctMt witei wrfirw *ra mroi-iro 

5> 

(ij*iw sff *t ftrraresRim' wrfar) sp^t stfaafo^i sft* 
95 im. Jpsr^f entspr: ftwi ^ wnfanf smu sft*»n*rcr 
«fWtfts^terorafrep? srf'forfWr ijpnfh 
j fcwra pf 

«WWt TO TORt dq^WWWIMIKtaTONNK l" ffa I 
aw atwinm i fai —fimtfa—frMt 1 



to* q f tefo* 

Eng, Tran—What is supposed not to be heard (by 
co-actors) is said to be 'within ones’self' (WR[ *TT QJOTTcT); 
and what is to be heard by all is known as aloud (sivrcr) l” 

Apavarita ( aside) is what is secretly said of someone 
(to some actor) turning back (against other actors). 
Janantika is-mutual discourse (in secret) unheard by others 
that is effected by turning the palm into Tripataka form— 
amidst the run (of the act). What is uttered in actings— 
beginning with '‘what do you say”, after pretending to 
have heard what has not been said is known as Akasa- 
bhasita. [ N. B.—AH these are however to be heard by 
the audience ]. 

Janantika is holding conversation with another, turn¬ 
ing the palm into Tripataka (sign) by raising it up with only 
ring-finger bent down, behind some actor, for some 
thing is to be kept back. Apavarita is the confiding of a 
secret by turning back against another. The remaining 
portion of the text with regard to unwr stffiRl is clear. 
( See Sak III etc). 

Text- i ftrsra 

TOWHf T fa sferf p: I 

i mi - TORfonftg i i 

\ I [ N. B— a&TO rfa gives 

fWHIlftl , see Sak VII. 24 tprsrw ] 

Eng. Tran—The names of courtesans should be 
seen as ending in Datta, Siddha or Sena ; the names of 
merchants should end mostly in Datta ; and the names 







of servants—both males and female would be after those 
things that are fit to be described in connection with the 
spring and the like ( i. e. spring and other genial 
seasons). 

Courtesan—as Vasantasena and others ; merchant—as 
Vishnudatta; Man-servant as Kalahamsa and others; 
female-servant—as Mandarika and others. 


Text —\ «TRT W* sfTOBF? I 

ftra i wffcra: «n n fatepn gfNa 5% nfJwj 1 stop 
«if*raw 1 Jgssjftrmp 1 sirawr jtUrito- 


srcrcw $ 5 ^ 3.1 wr scnngwFP 

5i5i sftawra ai amWw^ , wt- 


«p»nfa aiffr snawfa tfNrfa 1 

Eng. Tran.—The name of a Nataka should be given 
after the main topic of the same. 

As Ramabhyudaya etc. 

Text— 3 ^ 5 : i 


srftn 1 w- 1 


ftfa— t ^>5 4i(HHM%HeHwrai 

snfiww STUOTTfs 5TT?r:—amT STfl TOgl sn^nWT* 9W! 
S^W'lWiqTTOT tftfT «Wt 

wraw inf ftmn nfttsw 


Eng. Tran.—In Prakarana and others (i. e. other 
Rupakas), the title should be after the hero or the heroine 
or the both. N. B.—For WT36 see P. 44 ante. 

As in the Prakarana of Malati Madbava etc. 



vital* 

Text— .(ifeTOAW frtf 
i w—tsroft, w£omffip i 

ftra—i ^iPjhwg»9<it ft «< l swam. vrfanftft* 

<<nM ail^—Bgroarom-ss^TO. to 

*rrfro —to tpr TOftftr Bt?ro i to srrfe*r=*»TOftj 

TOf* i 

Eng. Tran.—Natika, Sattaka and the like are entitled 
by the name of the heroine. 

As Ratnavali, Karpura-manjari and others. 

Text—j@te i sn^r orrw Bitafo i 

I TO ^t4t—»TSBW 9TO BITO- 

ftra— i tf»%g spN toto siswrp tufas am- 
tfffa BTfTOg: »!*>! wft TOTO Sf»^» 

TO—«lf^n i WRFTOtTOTOt — *f*TO! enrot 9TO 

BITOV ifa fafaKIH.' 

Eng. Tran.—Generally the root “Sadh” with the suffix 
“Ni” (Nich), added to it, is used to express the meaning 
of the root “Gam” to go. # 

As in the Sakuntala where the two ascetics say 
“Sadhayavaas”—to mean “Gachhaves.” 

( N. B.-—Mode of addresses to king’s and others in 
dramas etc. are being stated ahead)— 

Text—I TOT TOftfolftftl Mcfrfo&fa Wh I 

twtagiftfcnhiis titewMwta u 



TOfaflSffa i i 
tot tot* ofr 11 
torj^ i 

*&m' sfa £ qTfcrTfiphji! 

^Td *TTftiftr toto mv -1 
ft TRfalflfcT s =ITO3r: u 
wrfafa arTRsan: ffqfeftrsK i 

«ng^ tfM ^ i 5 * %rj i 

2R5T 3^^5 cn%fcl TOTT *W"T 5TT g<f: J 

•femtsgsrsr i^frsur^ anw% TO*b i 

=f *T*f% II 

fn^r if^r ^ft =s aro*#^ 

afi^enftws ftwrifSifipwii 11 

3 <TT*n%fcT TOF 4 f ffigR T^f c T *£TfcP A 

wftfa gro^ $trnct *r£to» : 11 

$ro: 1 

’TOT SSffoft ^T 5 : fJTPft II 

6 

.5WT TOJT 3^5TOTW ftspr: T 

t' 

S^fa JNlsa', ^WSCTU T 5 WT I 

9 

l&fi'' *piT * TOfr W I 

[ *#=?5T ] 

TOF9PW TIWTi TOTTTOTTO&II 
touto totot TOflTfiHmftri 1 

TO fro^ IT Mt it affftfof IT I 

^r ’TOT TOffcwft %arr«H|^ 



Eng. Tran.—Employees should address the King as 

Swamm or Deva, and menials should do so as Bhatta. 
Other Royal sages and the clown will address him (the 
King) as Vayasya. Sages are to call him as “Rajan” or by 
any appellation-expressive of his relation with his father 
<STT$W3Pto) I A Brahman will be addressed by other Brah¬ 
mans by his personal name or (by any other appellation) 
at pleasure , others should call him ( a Brahman ) as 
Aryya A King should address the clown as ‘‘Vayasya” 
or by his personal name The Natl (actress or the consort 
of the Sutradhara) ard the Sutradhara (the stage- 
manager) will mutually address as Aryya and Aryya res¬ 
pectively. The Panparsika (assistant) will call Sutra¬ 
dhara as Bhava and the Sutradhara is to address him 
< Panparsika ) as Mansha. A menial should address his 
equal as “Hande”; a high classman (a man of 
culture ) will address his equal as Vayasya and a medio¬ 
cre fellow as “Hanho.” An elder brother should be 
.addressed as Aryya. Deities, Sages and thqse wearing the 
emblem of asceticism—(such as Sanyasms and Brahma- 
charin) will be called as Bhagavan. The clown is to 
address the Queen as well as her hand-maid as “Bhavati.” 
The charioteer will address the rider of the car as Ayus* 
man and an old fellow is to be addressed as “Tata” by 
others. A son is to be called as Vatsa, Putraka,Tata, or by 
iiis name or family name i. e. as the name derived from 



his gotra. A disciple or a younger brother will be addressed 
also in the same way. A minister as Aryya by menials and 
Amatya or Sachiva by Brahmans. The wise call an ascetio 
or a pious fellow as “Sadho.” A worshipful man should be 
referred to by disciples and others—in any way save and 
except by uttering his personal name. A preceptor as 
Upadhyaya and a King as Bhupati, A crown-prince as 
“Swamin”, a prince as Bhattridaraka and a princelike as 
Bhadra ; Saumya or Bhadramukha by menials. A 
Princess should be addressed as Bharttridarika by 
all persons; whether high, low or middle - all should 
address '‘wives*' just in the same manner as their hus¬ 
bands are addressed. An equal should be addressed as 
Hala—(by females) and a maid servant as Hanje. A 
courtezan as Ajjuka and a “go-between** (i. e. a band ) 
as Amba by her adherent and a worshipful old lady 
should also be addressed as Amba by the people ( or a 
courtezan as Hanje, a band as Ajyuka and a worshipful 
lady as “Amba” by her adherents and an old lady also 
as “Amba** by the people). Pasandas should be called by 
the appellation that fits in well with their profession and 
manners. Sakas that are engaged are to be addressed 
by names, as Bhadradattaa etc. 

An engaged man may be addressed by his profession 
or the art he persons or his learning L e. by that branch 
of study in which he is an adapt or which he follows* or 



by bis east©; and others should be addressed by their 
proper appellations. [ For etc., compare 

^T^rcKT^fcT; sn^rfci, vftaftfei 

5?^] i 

Text—fftp i 3W ^TRTfWFT: t 

ftra — \ are w m* Hidwft ^ sfo ere 

H^tfTsret i 3 sresreta i 

Eng. Trans.—Now comes the apportioning of dialects 
(which one should speak in dramas etc. ). 

are qnmfrHPT: ( allotment of language in dramas 
etc. ) 

Text—l W^S^TTcJreni I 

sreWreT » 

amniftr g re*ng 

aretw *n*retoreT ^TRi^Tf^reL» 
#gret <i^5nuii ^ es renro wret ii 
5rrrer rere^rforeT i 

^Tfy^T ft $*m*{ n 
mmi siw^rf ^rrefl i 

wfait ii 
sntffts ?wi# ^M55t gsrarfog I 

[ ] 

amfrft srre# srrfa ^q3>reft f gfq n 
rere. taro i 

TOWt 9V^«fi<#Hl^l 








wfa 3.11 


i&Psfa 5WTO R fat l NgTO 3 


fagqgwciifri t aref wdfaftn ii 
*tetffl*5pfrt>af faftrsfirongaii 
%«fortef : gtf i -3ynwfo I fawf i friR ii 
r# sfamspa afaf to RfaRi 

TOarotTWt^kl «iaff TOTfa^ro u 
jfrfts. a^hra^RmftRnniTOt to 

&RTO' RTTO TOTCHTCT II 


sftr-i TOS^iwironfts afcftRrfa t 

TOtarofa rt airorot toM% i 


fart— I aw RH% TOtfaTO: wait I Wdft’-tT, TOTO tfrot 
^ JUfeft #fa ^ct: 5% I aw «lld*i«|Hl TRWt V- 

«g tor towr wfawfa sfa to fafer: fiiaret i tm 

an^t tfesroai-TO ®sr«f *fa?f tfferai sfaRT-ro 
TO t'ft WRIWRII Jtsfofa:" ffa TOTOR I % TO TO: 
w$cf wtfarofrfa grot—apftrot #5w"®ft«rfip^TOt 
a i TOR - aront to TO »n «nH . ?ro : w i tor TOfiite- 

*R—WHfalgMR «fll«IWR ?fa TO3 3WTO. TOUR 
fcgrf RRI TOfa *TO%-'<nat‘ 3 tfEStf TOatffaRf 
faiTORI fafiptt ^l^nr^l^UlTl l wftR”l wfa3 
ffa %^hR#5Tt TOW *fa qf5«: I 
spraftro— 


*fas?tT*TOfot gtffat TOTOar I 

f^ftsHrf^wRf^TO.ftroPr i 



TO qffc#*: ^ 

aYftanwst: fereroftwii a?fa sftftfap *fti ii 

a?a ?m \ writ 

‘aliform an*ft g *rm«ft 

?fcEET ^n?4^ 5%5SRTrU 

5I3T «WRfiNiH !~yn cr^N- 
3J5T 3 5fTf*f €«fai ftRRT 

k*h m n 

^ #aT: 2BWTT TOTT &qf ^ STfcf ^c^ll ^?%sfa Tts^I 

a$&FIcf aT^I affa: CT3R ^ft gT ^ r 

4i\<3tft arroft a arore r fta fr sfa- sifro i “cra$a- 
^fl<afo : an^ro’’ s% gfrqfea : i aTfa-aroort 
*r% fMte-mssftat aaffawt afrftat artfaraL 

sfa ai#ftarar a^fr^i *fl<M g afaWWg 
sraterT ai^cwrar i arf*R anaiifa TOftarapta apng 
m\a& ' *fo aitaarat aata&u aircre^ 

HSK T gfofo TT aTfcft I ST g G«rf<ETO* aTftffat $ST *% 
arraparf: sftaftesn wrfan “aarftr 3 Tf ty$i<W 
srtftftf m i arraT^r g *mng aW? 
sfasq: I aw JTPP-ft aTfcft I 3T g »Pra%SfNT I SPT TO% 
ttn: aRQ^ ^ firat fta <ii« iHf ggwwwaidN arwft 
^nar ^sktii aw mnwft \ %Rt <TOHt tfaqaiafu 
ft r ffi t q, ^4: 5 wt %f%TTat aarR-atoat arf*na«ft 
*m\ (wftpfta cwgai^^ rgft aPi 

stern ftnERR*te&0 g arsfr aT^ft 

suft^arn tjawfa arrft aar-'cWT ft^a- 




*j#rt 

arafamT awrf^fl&toii arpreft spf^ft smg* 
mu a^for^ s*iMf «rfefr f^ft ftwi a?$r- 

2RT?f ^qRPTftsn^taf •PimTftRR tR* 

TO« r w » n ap fomfc ?prftmiw qf^teforr srTfcft swWqn 
«Nr fogRwr« f tere g gr ftmrawVi faff j mftn 
wwa Fri spruit cPTT qmpfrrt ^fOTsr^fkt qrwrflf 
gptf qmatefru am ipRT^nq , a#r writ sritamr 

P I q( 3 fT3r awsfa: wrorfm:. aWT 

-elU^l^^lf^S ^fcT i 

3<fan*tf gRflTOl 3xK“5IT ? clfJTfTftT«lT^ ^H^ftWTWT I ^3- 
^3 *tr<ir. 3Timf*mf^r f&m i «WWNf- 

qrms aFWfcftwrifcj srfa^f snfm^i aptfftg amfo 
sft sfmrr sfafs *fPmTcft% qnf 3 aiPfftflr *mr <m pu% 
g$mw^T555P?fas qrwi# ?m sritamm qsf 

amtfW srmft ^ i ^ sfrfaER 

amarfo ^ vp^Rftftsn 3 q^fc Mta aftftret smgfcr 
& <mft^ftrc: 1 3 arnfrft qrmft ^ *m ^mu 

am amjW qsftqafrfas =a *TPr(t ^«r 5 ftr 

%£r» tpr* * aWOTRT^ arrftpfcr -q«faimgfa3 qr 
sfniftd ^t stto gi ta m r 1 q r wfo n iwi P snfm: 

sp^r tfa *rtto| **ri tpn ftwmmt *pe *m 
Wft pri am grow— ■ ' ftg P Fro^^ril m3 

?wt *%i am %ft^r m3t fferf *tfR— 

gfiri imtara«khg| ifNmtu *dfc m3t wvft ifa 
wfc* s p famft r ft ; 1 m3*- 



TO* qft 1 ^ 

vmn agmrawfr wrftr m snjqpwf 

wwui sfa wn# *^f^T*-1 tr* *r spNpn^ %tert 

*n : ^3 <rfarfw iffaf^ arfa ^fh^wu sfa 

•*** * 

tffasr snwfVviicii rri ^Rt firagn ^ wrt ^tt 
tfNmRHitaiHi sNp ^it! ^ H g tanfo is frp& i m 
rum arfa Ihr ^ fa a frft tpr pmu 

ftww'Mis atf^r wm\'- wr*«r-to- 

ftrcfos *tau to* f^ ^npr% «&Rff *ttot- 

r 

«fWrsfr-’"33?qf «paft ^-sarftpw: i 

3TTfTof^ tf^'^RTOTffTWcWT I Jfrg R pw 

f^cRrr^f i ^rf^TTfi «u<Rrft spw^ ?ftr i s$Rf 

SR^ftl I ^SPRPT SITOPI 

wwfoi oaftrarai 5 tt srfttarei ^ q*f 

telT Tfw^rrof fH T 51*q r ft g l t tffUftMf 

rum 3?riW?i ^f^snsfat ^ «fa: aifa ta SRSflrt- 
spfct i fas TO*ng TO^pftei^ fataiiy ^ ‘fefsf*^ 

irNifTT m\ swhMtofd snafifti* 

staf ?mff "f^fhrt *f$$wflta^r— 

l^nfr: i sfawt-^ Rwft^ir f pHfe T- ^P-wnftfo - 

pfrtan^l fo ra wfo iT I q»t%lT:” ffcT 

arcmfty srpfor to.^i tar sftarasg *rtat 
5rm *rrta** enfft i ?wr% 

^ q tw3*f W STtanf* I 3PaJcf: TOOT- 



qrfiHi^nl ?m- 

faPW *TNMfc!TO W$'- 3W5M|tfto: I ^t ft wt ? t f ^ T R T 
CIW *T!TO ^TOT- facWl-fm ^ 8FT*rc$nH ^ 3Fd*I 3RHT 
*A *P^*ftfd 5^RT<W 

( culture, gallantry ^RraWqT ) l am sfar: - ‘JTTftpBRT 

'wA5wiRww. TOtt Stolto* spfr^af shgKWwrar» 

teRTRt t*#TO^«T: r 

3W if^FTWl tr^t ^iqTf^WTTTHTJi ^UCl^rfa afl^j 
^teMf*<i J£55F% 52*1 rfa I TO%WT <*T STcI- 

5S TT^T *m: I 5T3 TOT: VTTCTOT: flfe c5STO^2 3 tR <T5f?T— 
*n*TT3$nJTrfa ffti top *rram: 1% esyorpMfrf *m sfopft 
faTOW rTTFPTKRt ft^TO *TTOm ?fnT STORT^ 

JRT STOTfa I am TO^f^TOI^sftS'P fafot tTf 
TO—‘ <m *TTOfe*T VTM SlfTO < =5^5 3T fa*TTO: 

<3 : ar-airai: sirnifafa: i turn ^r«Roffe«r^ ftrfipfpft * 
sr«m ? smTfOT s^ctt ^ 5rrs*ft %ftr t arofa^ 
&$cWraWT: W S!«rorf^L TO STTfTOWn: 3 <&m- 

3f^^T 

•i 

Eng. Tran.—Now comes the allotment of language of 
(dramatic) male figures :—those who do not belong to the 
lower r ank and are cultured, Sanskrit should be their 
language of speech. In the speech of females of these 
types, the >auraseni (Prakrit) should be employed. In 
the songs (verses) of these ladies the Maharastri should be 
used. Magadhi should be the language of those who 



move in the Royal apparments; and Ardha-magadhi 
is the language of menials, the Princes (Princelings) and 

rich merchants ( bankers ). Clowns and others are to 
use the Eastern dialect and gamblers the dialect of Avanti ; 
the citizens and soldiers and those who play at dice will 
speak the southern dialect. Savari should be employed in 
the speech of the Savaras, Sakas and the like. The Nor¬ 
therners will speak Vahlika (Bactrian) dialect and Dravidi 
( Dravidian ) is to be used in the speech of the Dravidas 
(Dravidians). Abhiri is to be employed in the speech 
of Aviras ( milkmen ) and chandala of the Pukkasa and 
others. 

Abhiri should be the dialect of the wood-dealer and 
Savari of the vegetable-seller and either of the two of the 
coal-burners. Paisachi forms the dialect of the Paisachas, 
Sauraseni may be used even by hand-maids who do not 
belong to the lower rank. The same (i. e. Sauraseni) 
should also be employed by children, eunuchs, and 
astrologers of the lower rank; as well as by the insane 
and the distressed ; and sometimes ttfese may also speak 
Sanskrit; Prakrit should be employed in the speech of 
those—-who are puffed up with (the pride of their) 
wealth, who are reduced to poverty, of the mendicants as 
well as of those who wear bark-clothing. Sanskrit 
should be employed in the speech of female asceties of the 
high order—and in the opinion of some—also in the 



\6o OTltykiWtTO 

speech of the Queen, the minister's daughter and the 
courtezans. The speech of a person of the lower order 
will be determined by the country to which he belongs. 
The change of dialect in the case of high class persons— 
is to be effected if demanded by necessity. In the speech 
of ladies, lady-friends, boys, harlots gamblers and celestial 
nymphs, Sanskrit should be emplo>ed at intervals, for 
the sake of ( exhibiting ) their cultures ( or cultural 
taste). 

Examples of these (of the above) should be known from 
original works (sifbt) ( 1 . e. dramas like Mrichchhakatika 
etc.) The respective characteristics however of dialects 
are to be found in the Bhasarnava by my revered father, 
Text —1 t ^rfer- 

I 3T4R5m I 3T5T I 

ffr?r - i 3T=? qifwf wjunfa, crsrr 

ifr^TespTT:, ttst ppft^T sfftanrrfa fpTT 

fsnrf^r sfa 

TOcf; WflW* JRWfo I 

Er*' Tran.—Thirty six Lakshanas (adornments), thirty 
three N i*yshnkaras, thirteen Vithyangas i. e. thirteen 
varieties of Vithi,as well as ten varieties of Lasyasa should 
also be applied (used) as far as practicable (of course ) 
with perfect harmony with the (expression of the) sentiment 



(Rasa)—i. e. bring any one or all of them into the line with 
the proper exhibition of some particular sentiment or ftasa 
fN. B.—These procedures or varieties of 553301 or 33^ etc 
are to be adopted for successful progress and conclusion 
in dramas etc., so these will be explained hereinnow)— 
Text—gfa: 1 asrofa ( embellishments in 

etc) 


fifri 1 TOfcrrcrrfa sKjr&rrfa founder 

5P4^F* I trcttfo “fownfo’* ^ 

9 TH^ I TT^r FfftTOT. TO 

“TOTK«* gf^ 52 * : 5 T^ 7 * q«eqe 5 f/*rfo 

tEffosTg q^r: F|i 3 ** sfa I 37 ^ W 3 W TO *ftTO 
* WfoS'ffr RTTOffeM ffi: 'TO aTsqfa ddTT, 

3F0 qa?f^R 3I3T OTW5FT ^rm fsRf^cT **T 

& \ 

Eng. Trans—Amongst these, the Lakhsana ( embelli¬ 
shment in STEFB) arc being taken first for consideration. 

Text—I q^JTTSFTO^ TO t 13' 

qr*lw 1 ^ 5rrftr fro* 

tpr =* 1 fosfofos ^ »jpm Pimmito 1 fo^wfoW) 
^ fafWVfor^hft 1 etTfsw^r^riV TTO^rrfoPT 5 °t* toi 
Jlftrfe W'W-iKsfrs- 

•fcfifofe fsiro^TO I 

ter— I del qsfaWTO&rfo 


55 TOfo -TTO 



sftrsrft ssjorrft ^farrrft i sftsrcs ?R \ <wr 1 reft scrfH 
s^reft 1 

Eng. Trans.—Bhushana, Aksbara-samghata, Sova, 

Udaharana, Hetu, Samshaya, Dristanta, Tulyatarka. 

Padochchaya, Nidarsana, Abhipraya, Prapti, Vichara, 

Dista, Upadista, Gunatipata, Atisaya, Visesana, Nirukti, 

Siddhi, Bhramsa, Viparyaya, Daksinya, Anunaya, Mala, 

Arthapatti, Garhana, Prichha, Prasiddhi, Sarupya, 

Samkshepa, Gunakirtana, Lesha, Manoratha, Anukta 

Siddhi, Priya-vachas—these are the thirty six Lakshanas. 
Text t rf^y - 

1% I *T*7T sJTftnT^rft^rft FpT I 

fm » ^ S5gPTOT^ WTSCTH \ 

cSgqift ^fcT I JRT |ft I m&%\\ : 3<T*n- 

‘ SBfF: W- 3ft5T:5I?rr^n^2rff^: tfttf 

gormT^ ssrf: ’fro* ^ 

^1 cwft -spira*rap’ *m* 1 

sjrftrcfft ssnfti sn i I »pj, 

cT3r jpfw s?Tftr7fcT 1 ^ 

^qft^TrwprJr^r* ^tw stmft 

fi5T^JT ftiST tWFlfal 1 ^T«TT ^toi q^- 

qq^-^T^ar fgrRr *c *f*% W 

qwaw rq i ft»n s*ft=r—s?ft§ * ^ft 1 to 

wit^ i ^ wfajeutf swftaq, wfrftw 



TO* qrfNfc: 

*rr*i%-g*n emffcr cwr ^ #*- 

mvi 3 $mvi wntaftw toft a§fr #srat^c 

cftn sTT&r ^ euRPtf wapn^ ^ g^srcrtwrf^ fWs i 
3T5T *W*frpnr: 3Wf5?|irwirar«5fl6Ji:, cT«n 3^f^f<fH 

3|c5|:KtsJ3rT 3^°T S^Sfrfi/pfT *R srfcRRtf^RSi 

I ITef ^ 5T«m TTT^goT: 3RR ^ 5Rn^: f% gorTCU* 
9T3CIWI =3 TOTTO^JTT^r ^JTt^l gfe^Tf—‘31^- 
3^«?*f *T§ftr: %t{&%J^{ fepTO WflJPI* 

Eng. Trans.—Amongst these 36 Lakshanas in dramas 
etc,— 

The definitions ( are in order being spoken of) :— 
Bhushana is the intermixture (i. e. co-existence ) of Guna 
( the excellences of ttt^ etc.) and Alamkara (the figure 
of speeches ) in a passage. 

Example—Oh credulous one ! the lotuses are throw¬ 
ing the beauty of your face in the back ground. Endowed 
with ovary and stalk as they are—what is difficult for 
them. „ 

Text -*5fa: \ I 

i w ^rt—= f?f^ *ftr ^nfrm^r 

wm> i asshra^t swf \ 

I fasp fatep I ftr§: ergr: : 

?fT wm $rr f3Hzmi to* h sfajfar— 

i ^rsn-arfa^R 



^TTf^ t f *n*5Rf 3s4tor- TOT*f *rfasqfo v ffo g fc ffdHJ 975f 
STtTOT^R U5TTTT^cMttof% I 

Eng Tran.—Akhara-samghata is the description ( of 
something ) or the reference of something with a scanty 
number of words—conveying a very gallant or excellent 
idea. As in the Sakuntala, King—Does any severe 
physical indisposition trouble your friend 9 (Is it not *) 
Priyamvada—Now with the medicine ( remedy ) found, 
it will abate. 

Text—Sete l 5 FERPU 

fes5spNisif m sTWRfcpfrqq \ 

ffa: I q*TT W' I 

5r?44rq*: ^ 37 ^ 3:11 

f^PT — \ ^5f 51 sf 3 qg f*Tl?: vm: SRfNwi^s 

3$: m 3T9f%^: 3*4: ^fVlUTq: 5PKT5T^, m 

it m? 3??ff sfavrre: 1 —fes* 

#Rnrr4 vx cssro* ht 3?'4g^5i^T?T%it ?$t4: 

^t4t ST 7fmT zfH 3*{V;frzpt I qqT — 

S£*5l*rrW 3£$: 3555TS: 5 fitfeFS- 

?m: ?rf ^Tfrl ''■TT^fH 3ft STJWTSSSW 1 * S5T $tfz €Tfe- 
S$qq> 5T5R ?rfd qiffes^pm: qpnfepr: 5%T 

sjg*j5fa 3*f^H: ftrfepftsSTO: W<J- ifife*: V&tl 

SSWR: 5T^: fa«T55: 

^OTTf^T: ^q'^TfyaqT W> §fe*5: 5tg: 

S3TH. STERt qs^afaf: qft^njfap I 3T5T 5PJT$t 5|5fW: 
3*4: sfas trq* 3*5I%5: I W* 



5PBRTO5T sft*TT 3^TT l 3R aft TRTPtR^ 

B^Rsf^r^R-^mT ?F*ra ^rftTtcsgtof—ttforr ^n^OT2,?f 



Eng. Tran.—Sova stands for the fina idea or the inner 
meaning that originates out of slesa ( double meaning or 
etendre or entendre) but presents itself simultaneously 
with the simple meaning. For example.. 

As a cruel master should be profitably shunned e\en 
if he comes of a noble family, be pure ( in conduct ) 
bestows profusely in charity, and be accomplished—just 


like a crooked bow—that is made of fine bamboo, is sharp 
and endowed with tips and string 

Text—l m I 

^ m 

ifrp i 

*ET ftsTaftfir^TS^OT «RT fa5TT ST^RT ftRT U 

f#KT— I m q?f 

8?ftn72RRTf!: SSFcTSI^TSTR 3tfWR: 3TO- 

•TPT c5«T0T* JR* ?SRfr 3f«TT“ 

^5t% 2 w* ^Frt* 

f&faftlH. ^^TFRT 3?^5FSRn 3jg*R^TT WFl cTO m% 
3TRf^T d«TT% -W»I ftrcT*ET%T%ft: 

fw=rr ftren i m srf¥n^ 

f&ftons’nci srws^i f 

^ sfo ^RT5r I 



Eng. Trans.—Udaharana is that in which the object 
intended for divulging is presented by an illustration 
conveying a similar idea. 

As—You have done well by having followed your 
highly accomplished ( super-human ) beloved one. What 
is the lustre of the day without the sun and what is the 
beauty of the night without the moon ? 

Text i l 

ffri: I TO srfH Jjn srfur# 

i prni* ten fhrftr- 

arfrnfn i 

fan- i ww'Yth* to^ iiftfe #nro i 

snrrcfrtfi’ smite n$te srffafacf a?ftenm tern 

to# igfafa tto ! i cm to# 

Sn*TO 9 ^: #r I 3 : 2 TT Snte I 3 ^f 5 * ■% 

»tete-sr t?jfte faf|#r ^ sfa 1 srofr 

to #fa srfa #^t vn^rfcT I 

aigrfstete wwl ®wt«h ten: sttof# sfa 
ns$d*u to §5#faTOr : faro 5*fterfof-TO *ng*TO: 
ten: grfiT: ^rfteaqrf^r nro =* Itogr. ten: 

TO : ^f teffa r T$te faffan— ST^ftnT fteTWT: 3?ften: 
w ’-nr to# #te soften 1 asrat. am 

amfcre# 1 

Eng. Tran.—He. u is a statement which expresses one’s 
intention in brief through a reference to the cause of 
one's intention— 




TO: qf fe &q: 

As in the Venisamhara—The hand-maid says to 
Bhima—This I have -»aid—Bhanumati how can the hairs 
of our Queen be braided—so long as your locks remain 
non-loosened ? 

Text- 5 ete I fhr-iftSHRWiWI I 

ft I 

ft^TSl fWreN %3RTT ftg qRsfcft II 

fas—I m 5R33f%-31fTcT^T^ l 3|5lfiT 

cp^ q*r 

ft«wiVT w?i> i ^ 

sot s ffa «fbrr: i ^T^ffr w 

^jft Kjnff^vnTO ottstrj %^¥f 55 ^?ft: nssft: ft «n $*r 
qjTfor. 3 ri^to ^ ft 5n arwnrcT f^TO arfaw^ft 

M, ftg ss ftreq^fr 0 \ faOTSTWOT sot i 

Eng. Trans.—Samsaya is indecision or ignorance that . 
lies in the statement of one that is unaware of the real 
fact. 

As in the Yayati-vijaya :—Is she* thp Royal fortune 
of the Lord of the heaven ? or is she a Yaksa-girl ? 
Or is she the presiding deity of this land or is she 
Parvati f 

Text—355ft: 1 sERft ^ q^mr^nr faqsircR, 1 

%fr\- | im I ^rfl 

^tOTR55f* ft ST” ^ITft l 



srl&ww 


\cc 

fat- i fastfan. s ^ pspg *% 

g^reh 3*rrff <T3&tf srfatH. <gtm. to*1 

<j^w: T5?:, 5PT «T«m W *%: 3 tpT «!«?:, «p 5% |j: I 

atfa f^ q^errcfr arcs? atffa#; tn'sraomH jri 

>o 

fa^fa q*rrf$|(j5R5fa cfj. %fH ^f^i 3 xr‘ fa 

left: rarer: i wr 

5»ffT vfti?: 3iT^—3 ?t4 ! mV- WW1&V t^eJL 
OTt5WSI^*i sfacR. ^V3Fft~qT‘ ST VT&rft fa =J*T 
gsqfwfi^* awnsfar: q^t 1 3?5T sTgscft qas i 

sfare stssHtsI 7ffarea#^fam;w ^vq-jq mmw 

cT*qi: ^R^SF^'TST |?ft: 3T^STT^3?m I 

Eng. Tran.—Dristanta is the advancing of cause for 
the establishment of some fact in some particular object. 
As in the Venisamhara—Bhim—venerable sir, it is 
quite proper for her in as much as she is the consort of 

Duryyodhana—and so forth. 

Text—i gs2R<£? * TO 5I$feRTfrRT l 

f fa: 1 S$f?T W S 5lffePofT I 

SlffaJTTfjRT 5TfeR^%T mi fa<$q TO^: ^fd” qsqteStTOL 

a 3RRPK ffa «fraT asstf 

I 

ssrefr w WWfft— 

sim ^ fa u^n^n: imv- *sw‘ €^r% i gs: 

^RRmn:- 3T: ^ OT-dT: mg* 9^: 

WlfaR> *rt pfaif ^ifa fV tfaltfl 



W‘ 




TO 3?RTOf 3 fcfR ^ WT-‘ ^TOTftRf 

4 r 

55^f^:5Rfrf^:3TTOW^m I 

Eng. Trans.—Tulyatarka is the discussion (.or fore¬ 
casting) through some affair or incident—which appears 
to touch the subject matter under discussion. 

As therein, too— 

Very often good or evil dreams are dreamt sufficiently. 
But the number hundred appears to touch me with my 
brothers. 

Text—i TOfrsssrf-pTT ap Tf^Rt B i 

ffct: I 

awe: fasRwrcR: 

$g<rf*R ctopftaf 5 11 

3R : B^fTTW* I 

ftR— I qRRt qRRf aftsmg^r: aw ffww- 

3^5: srftf&i: a* qfr^ar: I TOfe arfirs af^ 

dvr%^T, IR arf^Ni^ qfffrt R H f 

fffvPRr. ?frl ?*RT I SBRTt q«TT 

3l1^pfrl?Rni 3 8 Hl’' ffa 33^RRd 

f\ ft 

rwTO[ 

•‘off^FrJ Sl^kMf «RRT qfftr: q$: I 3^: ap B 

Eng. Tran.— Podochchaya is the selection of words 
(in a piece or composition), quite in keeping (in perfect 

n 



harmony) with the idea it conveys. As in the Sakun- 
tala—The lower lip has got the ruddiness of fresh leaves ; 
the arms imitate tender branches ; and budding youth 
fascinating as the flower has been arrayed around the 
person. 

Here the tenderness of the words as well as of the 
meaning is in perfect harmony ( with each other.) 

Text— i srftrSRt tos- 

i w-^rw*rffMr tot4 wn -» f*Fg 

xfiw g^TT to: qprqpt i 
i to srftnro? wh^mmih 3T#rt 

^ ftaS^rfirawn: 

5^t# 4 fi tctto* ffa i tot- 

arft*R I ^TOT-$TOTOffai|: TO: WH OT: 
ftgTO^ 3??5 i m to t^i 

ffcg tr^r qrr^.g^ ^ 3?§4fa to: wj g^u* 

fafsrn: 1 to wrcs gfarofadr to: ftroro fstftar- 
S f srffel to’ ^ <hcf4 §ro 

TO t*T 55TO fTO“ 

' ^rroM srftrsr^ dfcf^tw- 

g^'» 

Eng. Tran.—Nidarsana is that in which well-known 
matters are cited for the refutation of an adverse 
argument. As— 



TO W 

Abiding by the regulations prescribed for Khsattriyas, 
Kings are quite capable of putting an end to their ene¬ 
mies. But Rama aimed an arrow at Balin who was not 
in actual conflict with him (was t 

Text -asfa: I 3?toRR3 I 

fssft! JT af* B ^frtoyeSqspiFBT SRftof ^fl R 

D O “ 

II 

to— i *TT^rn btcwiotei mq&m, orcswtor 

3^rf: ?fts4t faw «fi^RT *Rf% 

^ VTTW5T 3ffifT5IT*r %p[ l sftTO—3?toTVK?f^ 

apsftai: Bito «fto: l m rftot 

3rarr--3?topf qft jng^mgf pj^ftri esRTt qrcr—aitoR- 

5T^pfT555TT3%— 

Ff=? B7WTOISR3I 

551% 3^- 

BTTO toTO m ^toTq: I 

Eng. Tran.—Abhipraya is the fancying of an imagi¬ 
nary strange thing (or affair) due to or by way of 
resemblance (similarity ). 

As in the Sakuntala—undoubtedly that sage attempts 
at cutting the branch of a sami tree with the edge of the 
leaf of a bluelotus, the sage who wants to subject this 
naturally beautiful figure to the hardship of penance. 
£ * N. B.—Here the usual reading is BWtf ] I 





w 

Texti gift: I 

fftf: i *tct m 5WTOIRL-"^ m 
wfftwiN^' faf^rr fturemT % i&mft r 

ftra— i iprfa 9?*^ sgr, 3?gift^ 

m snflwfn 55$ptf Wrf I 3RT SRM^f'^T SWTRcfr- 

^q% g$ra: $rt?t: wm 

it ftiwn cwr iwrot fa%T irrai vrH i “sp^sr^” sfa 

af^fa “wt%o[ a?5T^f 5RKcfr fa^cTT s?%R” 3^TRT^ 

>} 

STTfa I cWTff 3^* sufa: ^qifV^l ^" I 

sfMtfa nfme# JTTftm qrfh 1 [ am “ifa” ^rfa mt 

S3TET ] t 

Eng. Tran.—Prapti ( or Jnapti) is that in which 
something is inferred from a part ( of the sentence ), as in 
my Prabhavati—“certainly this bee that moves every¬ 
where knows my beloved Prabhavati”—(that is, must 
be aware of the whereabouts of my beloved Prabhavati ). 

Text —1 fiRRt I 

#1 JRi m 

WifaWT 1 ^ 7 - 

« 

'^rfrf fWwiwfq sfc# fataj 

ftra- 1 smmm ^wm arafei 

€ f^RR 1 m^fr 

to** ste 1 wi fitful *r‘ *R«ft sRT^ fi r f^Wf - 

ffcpRTCT 3Rl%« aRpfaftjTO WZkm atfq 

HTORR. gfa—si^rc i ^Rgf^bs *£t% I 



TO: \\\ 

5H’ asm '' sfa sron towj. sHBRurfti— ‘Ark- 
torutotoruji i” 

Eng. Tran.—Vichara is the presenting or proving of 
what is un-seen, by means of a statement based on reasons 
(i. e. with the advancing of grounds for the thing that is 
to be proved ). As in my Chandrakala, King says un¬ 
doubtedly this damsel has got the influence of cupid 
suppressed within herself. Since she laughs without any 
contentment, looks at nothing, though herself looked by 
us, and gives irrelevant answer or speaks incoherently 
when her friend speaks anything. 

Text—I mz\ i 

fftp l W ^fTR[— Q&V— 

wmh.; srrffoi 

ftra— i mm 

m aftn: i a*q 

9 

&*£${ STftld d#5ti STf3 & 

f^TT i m $m\ *r mim 

fiwui Swrwite ml 

*R?t I m\ £f 5TT^T%^k‘ \ v# ft® 

wPteBftrfcr to** TO^rteiTOLi 

Eng. Tran.—Dista is the description in accordance 
with time and space, in equal or proportionate terms. 

As in the Veni, Sahadeva— 



* 

Undoubtedly Krishna like the rainy season, will: 
enhance ( augment ) the energy (excitement ) which, like 
that of the lightning, has appeared in my excited (irrita¬ 
ted ) elder brother. 

Text—355fa: 1 arfe* 1 

“wsm im. m fawsfr?f% 1 

fm 1 m : 

qre s ngq i ft \ ssRft ww 

s% ( «bt ws? ) 1 

Eng. Tran.—Upadista stands for advice which is at 
once agreeable (wholesome ) to and based on the injunc¬ 
tions of the Sastras. 

As in the Sakuntala—serve your superiors ; adopt the 

f 

attitude of a dear friend towards your co-wives ; and 
never go against (the wishes of) your husband, through 

peevishness, even if you are wronged (insulted ), and be 

* 

highly courteous towards your attendants etc. 

Text—$f|*: 1 gunftalcr: apa !T%fr?t‘ 3 TO.Slfa — i. 
fffl: ■ aar tw ufa— 

fwT&arc ^ TTaft 
aarforftft TOa^fi acft? f?tat sffauf sdfc t 
ftra— 1 s^tr afa ftqfta* g aaft ifg ' *pa** wn»w 



TO TO TOftrro «wi$ i tot 

*P«WtfT: TO$3RT3% TOgtyir 
■^^wi qfai- 

to: «tr: i 

TO% ftRftr q^STSTTfq fT fe^T: cfM l (^ft 0PH ) I 

*rrar i | to TOfa ctot to: 3fvtoc: ^fff?j% Iromt i 

TOft TO: RR: ftjTOT: TOI^ qRI% f^FHT y gj fq 

^ ^ ftFftr c5c5TtTOfftf ftg% TOTfo tTFTTTO ^ 

SP 1 ^ TOR ^ TOSTfa (?T ^ ) cqR f ^fag<Ri : 
*TORT ; jftTO TOft $TTO? 3^'R favjR stonf 
vro: I 3T5T TOcTO°T3faf55 «rjR-. 

&*TT5f gonfero: I ^’F^TfcTTTcf: ^RT- ^f&^dTffcRT- 

^TO” ffrl 'FTOg^RT ^3TTO 3 S^TO ^TO — * gui f ldMId l 
^^ii<=l4|rj^i^ d ;” f ft l ftf%TOR OOI^mV goiT%- 
<TO 33 t 4 : > 

Eng. Tran.—Gunatipata is the action that militates 
against ( one's ) merits ( virtues or magnanimity ). As 
in my Chandrakala referring to the moon (it is said) 
Though you remove all darkness, though your feet—the 
light—is held by all ( on their heads ) and though you 
reside on the crest of Pasupati yet you take away the 
life of a woman. 

Text—i q: STm^Wnlifa: 3 g <m fireuft TO:» 
ffa: I TOT flTO *THT ( TO*wTOT *psT fa%*f ) 

^ *ft<A I n5>*<|l4c5- 

mftwm gqft i 





toqtoff* fcP JTTH^t 

toto* Sf: jggfa ^ II 

to I *J : 6 rmi^^iy«r^: ^TCH!*pl 5 igffh: *T prrfroft 
*R1 ; I 'T^ ^f q flT'sft ?fcT *F*TWt 1 *T ; TORpll<t 
^♦iMW TO ^ *fi: 

fatogTO 3Trtol5RRFf S pilfer fffl c5^lf 

«to t m\h sfato— 

!m ^trT Ale 3 !! W<h'4c'tf ^ff^Fm 

to* ^xf^* ^ tfts toftsffi U 

^RTt TO ^F^ 55 pn^--^T ^F^Fn: pTR[ ^tot TO 

<n TOrfa i w i ^iwrenT-i ggfti i qtoir* nftr- 
to*e* to a*fa 33: wm wrrac. cr<ro (an < 2 rfcr$ «r 2 f 
TO sfaNKISJIH—'toft: ^lft<«^W€*fhTR ^ 

) 8»A P^T! tof«*W«i: «3S*fip1«rcp 3TR : I P^f 
=TO* tomfd - «ddq!H 0, f toss: TO eRl^sqww- 
^I ' csigq g: 3Rw^t to*. ton. tor 5irofef =rt ^ 
vfVc5io5igTT«5‘ S^lgrof •ftoflSW' qtof cn^T: ; TO^ 

e resg g^ awftS qfraro *&%' rfton qif: 
arito ra; i t*r ^ gqft aa£%& ton ton artoto 
Rg*R5¥I* cUSST* l 3W gTO^spq:—OTtos 

* l 

g^ i q*’ =ron pm sdjBqfa qjto-'totosstf' 
q g^to TOfa i atsp an srtop qT ^utewtor- ^ i 

nfaHrasrc** vmft ero^i 

Eng. Tran.—Gunatisaya (Atisaya) is the description of 
some special qualification through comparison. As therein 
too, king ( pointing to the face of Chandrakala ) says :— 



Oh fair-faced lady wherefrom have you come by this 
moon—without any »eference to the night, the moon in 
which exists two fresh bloomed and shining blue lotuses, 
which glimmers like the conch-shell and over which hover 
the row of bees—this moon which is always endowed 
with perfect beauty and is free from stigma. 

Text—| l 

ffrp i *r*n— 

“qwiwsifl fewt fermfr srcfsra: i 
% ?mwr- ii 

ter- i m f^twrR cs^if c^RrfeT—tesR 
51 WI T H . 3f*rk ftnWH 
yH)r°n sfatefT f«r^i^fxh; ^r^terncf^i *iMP«rdL 

3T: ftwm ifcf W»f SIR 1 gfR SRHWf- 

m 5Tjpj% i s&rf fattf rffg^rte¥' snra*- 

i aror—srft«R i aw ^i^i~ 

twjwnsw i terss: *mfi ftew tern: i g^t 
teiRf 'Tf^nmR arreRn gTe^TJf, swft terrsrf faswRamRn 
arm: i f?: 3Rter! <*nrfa *n&r- i q^rans; wspit^ 
8TH*i qqm: 55WT: 3TW STfo 1 ffa tRJ 

OTTHtqte^frs afagR HWRWlk ^teeTT af^prT 

ik asram: mjm -1 arfa ^ gewfa 

Sf$m: I ST if ?f*rT, fa*r <«r p: 

♦ 

51IfM 



Eng, Tran.—Visbesana is the starting of some distin¬ 
guishing characteristic after having spoken of so many 
common feautures. 

As—The lake is the quencher of thirst and you too do 
away with the thirst for wealth ; both of you are popular 
and spotless ; the lake is the abode of birds—you, too, 
the resort of Brahmanas ; the lake is the source of 
lotuses and you of prosperity ; but the lake is but the 
reservoir of water and consequently dull; whereas you 
are wise. 

Text—^5: | itrf l 

•\ 

ifo I TO I 

tor- 1 <j«r wfa faro faqro 

1 TO~ 

^TT%T ^ l 

. TO TOW, c5^f fcTTO.j TO 

Eng. Tran.—Nirukti is the statement of the affair— 

f 

already accomplished.* 

As in the Venisambara—I Bhima mad with Dussasana 
blood, the breaker of Duryodhana-thigh having killed all 
the Karr.ivas bow down to you and so forth. 

Text—^R: : 5Tf*tf qffa'sf l 

f% 1 to -“qsfai’ $WKTTO TO fa® fTOn: 1 
vsft csrftr 1 



firei -1 arftdfcm? w ftns^ *%m 

m$w qSfafan, ««h m ftfcjrcH stku w—i 

vm. i am m “^farT' %$&% STtew°i- 

«5ot^ i ^um srqfef*R c^. w TOSF^wjnn 

"aicrfefm^: ^fafeferasiR” *fa i 

Eng. Tran.—Siddhi is the statement of many a thing 
to serve one’s own end. 


As—Oh king, the prowess of the ( cosmic ) tortoise- 
chief as well as of the ( cosmic ) serpent king, rests 
together on you for the protection of the earth. 

Text- : I S73T3ffai *PRL S’qft » 




fftfi l W —ImT* *ffl ftt vfa - 

“wmW srsftm sga i 

ftffrcT ** P'WflL 541WHH I 

* 

fm -1 sTjrnfrrt Jimt^ ^r P F g rlfa ? i snfaftror amrf^fn- 

3:ftwRi =^5SRt ^ ?qjen^tam, arferro: ^ 

BRram^ S^SPER* ^T^fr^ROIR. rfqfT JTTJT 

wt%i gtftw qfau 

«dteFm»nRf‘ a ^jf^n ’ 35>c7T ^TR. fc5?st%, 2RTT 



TOfrlOwilH, 1 

si ^i^f^r^K sfa t^r ; 11 ” 

Eng. Tran.—Bhramsa Is the utterance, by the haughty 
and the like, of something other than what is intended 
to be spoken. 



I 

As in the Veni, Duryyodhana says to the Chamberlain-*- 
Very soon, the son of Pandu will kill, by his own prow¬ 
ess, Suyodhana—with his followers, friends, relatives, 
sons and brothers in the battle. 

Text i faT«4*|: i 

1% i w— 

Ticsrr rrsrf^r ^ 

rrsR-1 q am ^ren%r: i 

for i sr%Ti apwwim 

i to* 1% 

f^TT^RPTTHT^T ^fcf I ^Fcft mn-Slffor. 

*?l%l % ST5TTJ =T am cnSSP* stTOTfor* - 

& cTT^T^ fo^Rf * fsHf, 31^3 mm% \ 

m qprfoSRW 3Rmmrn^faqwm I 

Eng. Tran.—Viparyaya is the changing ( re-shaping 
or re-modelling ) of ( former) conclusion ( decision ), due 
to doubt. 

As in—Those fellows—who adopted (took recourse to) 
contentment, thinking the people uncharitable, now do 
not follow that course, you being crowned king, Ho your 
Majesty. 

1 ext—*5fa: | StTfoRT’ % 2 TT 5TRT ^ I 

ffrP I mm 2RTT—5WPW gflf ^TT foffor I 

qef ) I 



TO** qrfcBifo: 

ftm— i *n q?farro 

*nw m aig^sprftrfci tot. tt i 

cm “tot” 5 % sro ssrRTt to erfon. to tto 
TOTffa arfa ^rfro# »rn i 5fr^r: tt *i »m% 
to W T gw fia w^ m-- 5Tfaro^g *%rer i 

Eng. Tran.—Dakshinya is the entertaining of or 
following another's mind with words or deeds. With deeds 
as, Bibhisana ! you are (now) the king and (therefore) 
grace the city of Lanka (by your presence). Obstacle 
does not come in the way of those—whom my venerable 
brother takes into his favour. [N. B.—Similarly % a jf 
5T is in the Sakuntala VRKTOW^li 
ijvOW to%” ] 1 

Text—I TO#: faw-pRfr TORW*l OTTOT.I 

#P I TO— I^TOL TOTOTO. 51% — IV«I^ 

%% ft * swttto mftrf’ 

facT- I Jr^3«TT ^I5l^Rl4: TO#: TOST 

f'TfaTO STT^RT* %°TO«Wi TOT. I cTTT% 

«fh^T:— tow* ftWts^ipft cplfr * i , 

Eng. Tran.—Anunaya is the establishing of one’s own 
desired purpose through sweet and affectionate words. 
As in the Venisamhara, Kripa says to Aswathama—what 
is not possible with you (what cannot be accomplished by 
you) who are as valourous as Bharadwaja and are 
experienced ( expert ) in the ( use of ) divine missiles. 

Text—3s5fa: I TOT TOTOfflTOWH. I 



\o\ tfllfewfa: 

f%i l *PTT w&dd *T*T— 

1% 'rftm- ^^W*Kig *icf TOwrrfi* wfW^gsd r a - 
i 3?f ft^r s^TCTfa «R*fte, arm— 

W&\ 

f^cT I 3?S| JIT55T 5TOT fafjftfa ! 3 ^t 4* f^ftlcl- 

an *TT TTIoST I 

*? ^ *T g STW I w& 


TO^N-' I 


Eng. Tran.—Mala is the expicssion of many subjects 
( presentation of many topics ) for the accomplishment 
of one’s own object. As in the Sakuntala, King—Oh one 
with a thigh—like the outer edge of the palm, shall I 
(waver) move the breeze — wet with the drops of water 
—that allay fatigue, with a fan of the Palm-leaf ? or shall 
place your lotus—red feet on my lap and shampoo them 
in an agreeable manner ? 

Text—I i 


iffr i 'm\ ^ arfafo;- 

ftrescftftr wsspRf m srfrr, ^T^rr - i ^ I 

\ )- ’ * 


stsfcrcfr wamrf Mfcrn * 

Tx&&m w ftm— m: zwfets?{ > to sfc i ewRt- 

3^ aptfrssb 

3lcfa|% ^TT 3p?fqftp i 


cfsrrfif arferosh i 



TO 

affttsum. 

w?n m' afir g$tro w% i 

am ftFsprowi swNpsi wm*. Rtfa ^ 



Eng. Tran.—Arthapatti is the appearance of another . 
fact from the statement of one fact. As in the Veni- 
samhara—where, the king says—“Bravo ! King of 
Anga ! Bravo !—” to Kama—who avers that Drona 
wants to instal Aswathama in the kingdom ;—Had it not 
been so, that great hero would not have allowed the King 
of Sindlru to have been killed by Arjuna after having 
pledged him safety. 

Text—i ^opg cfr^ I 

to : i to cm n -m ^rfrT smM^rr- 
“toffa? ^ ctogsf 

tftoq m( torsfor fa m to» 

tors^ fa mvfcri 

SSTClfclStfTfW srtotos0[ or fan II” 

to -1 ww town ( ?n 

*tc(to 3 n^of =trt ®mn [ ^rtt TO-sto^ft m' 
to 3wrm^ : i gjfor ^MHroi mfcn ton 

mfmn to. armaraor irortor fttor to 

w*r> MPcffito fatoto n \ awsfor ftotomc, 

»R**nfifto w i to 

^R**--aRT<*TO «I^of TOLSTOI* I fafaqm- 

5PSR c« 90 f TO 5!R«townTOr- 



*i*V ft a?t” i a?^ to ^ 1 ftftsn*—^r«nr $t% 

^ftrf*TOT tT^ ^I#rf5RRT wVftkf 

I 

Eng. Trans.—Garhana is the reproach with reference 
to some person in connection with laying bare his 
demerits. As therein too, Aswathama—to Kama : Is it 
that my missiles are powerless due to the curse-pronoun¬ 
ced by preceptor just like those of yourself? Havel 
come away from the battle out of fear like you ? Am I 
born in the line of panegyrists that ( only ) know how to 
eulogise and describe dynasties ? Shall I avenge the 
wrong done unto me by an insignificant foe with tears and 
not with weapons ? 

Text—| apap^rcrfepr: g^rsrf^qof II 
I *PTT W §^:-3f5rr I 3?ft TO 

flqfr 3*ftft wicTsfr f§r*fr «f ¥tt i 

f*PT— I TOsfayrt* 3TW toNwH. 

TO SW’JTOLI ^RTTTO 
-TOT?: 3*fa TO STCfafefcp 

3 ^ "arPTf:” sfa *mm- 
vfar <pfft*ro 3F%qro. to sgroiC 

favref to-‘ ssr m qrfaRt 

5T$R£I% TO 5TTO 3TOfa #qrft=TT TO& 5R*. 

^BBTTO ?5^| ( ^JT* ) ^Tftft TO SfftpiW I 



to: qfart*: 




Eng. Tran.—Prichha is the quest for the desired 
object with conciliatory words. As therein too ; Sunda- 
raka (says)—Gentlemen ! ( noble sirs !) have you beheld 
king Duryyodhana with his charioteer ? 


Text—i “siftrfe i 

ffr! I TO - 

=q ?r: II 

I 3clf?0: SrfTOsjT 55t%3 fogf: SRsfTTd: TO 

■faro 3?to srcg*: am srfafe jrftr i cf«rr% 

; \ e0R?r to 

frfkl IH . toft~4^nq.5 ^t: TOffo— 

3*5f 5rffcTO*TOL TO S%1TO gafro ^ 

TOR: 


Eng. Tran.—Prasiddhi is the accomplishment of one's 

own object ( that is presenting one’s own case ) through 

excellent things wellknown in the world. As m the 

Vikramorassi—The king (says)—whose paternal and 

maternal grand—fathers are ( respectively ) the sun and 

« 

the moon and who has been chosen *( selected or wooed ) 
husband of their own accord by Urvasi as well as by 
the Earth. 

Text—^5 :1 

1 «wr ifriwm— $41ma Hsr tfW srfa gfaftw— 
“fcretFU spftarore 1 '’ 





fm— \ WT ) TOR SrfrR'fo- 

fi re rfc TOt I vT t*r r’tel TO ff sNfa *TR^ 
^gTO Tq r - 1 ' mm qsr 
*fcrmT^ qq- *tt^‘ mi 

<re wifq« n jjifranftFrr qT mm sftwTO 

zftm farTO^q flraTfe qT ^ qtRT* 3TR^ 

ST^H 3T FR CTTW^ I 3SRP I 

Eng. Tran.—Sarupya is the disgustful attitude of a 
dejected person against one—bearing similarity to his 
object of disgust. As in the Venisamhara—Yudhisthira 
says to Bhim—taking him for Duryyodhana—Rascal! 
wretched Duryyodhaaa ! and so forth. 

Text—3*5 >r: l 5 P pj^ I 

ifa’ i w m mzmwi-- “M \ er^rf^T 

5*T l ( 3fTcFTR ft%T) 

wrfttet^FTRt ^qrqteT qqTftq mm?' i 

far— i #qT^ qrorita^ ^ q^rft, 

qsra : 3 trtt ^ 3 mm* mm mm 

5Rfr5FRTT^ 5®^ cSSOT^I €SFFfr 

apsn qWWi~(I3IT ft w ig fffll qfa— 

3 ^ & qrcn—Rqqq ^q qq artfteTfa g g qrft crq fet 
et^-5m41fcT *nq ; i 3T5r ?fftTHqT%iq rrsn eurc ^ i 

srfNrorA faqtwisftfij a^q t^qrsr #q: I «farq*|$'f 
q qsfrT i 

Eng. Trans.—Samksepa is that in which one employs 
his owaself in the service of another with a brief 



to* q fo&q ; ^°v» 

introduction or statement—As in my Chandrakala—King, 
My darling ! why are you putting your Sirisa-lik e delicate 
limbs to trouble for nothing. ( Pointing to his own 
self )— 

Here stands your servant ( attendant) who is to pluck 
the flowers, that you like. 

Text—i guTHt tff^l 

t%l TO dN—W I 

ftrr-1 grot 

faffi33T^— 

TOT ~“^T% SqT^TTTRt m =TRfa: I 
W- 

S^Rff—TO =5R^5n?TJT • 3R 

snfHm wi sg°wShf ^ i 

Eng. Tran.—Gunakirtana is the mentioning of the 
qualities ( of some body ). As therein, too—The eyes 
put those of the Khanjana birds into the back ground etc. 

Text —i 

i to 

i ^ * <n^g3n*n^ 

towi** *rfrofcr it 

fm— i QW i ^ q re yj g ^ TO. 

h i ssRft 

TO tnr 35TO 


i «rref-?toiif^r: i 

«ftWsi 3ra «OTRK’#cWM. WT TO^rfetWfTH—‘ is^r: 
WI$ffitKWR*a. ' ?fa I 

Eng. Tran—Lesha is said to be that statement in 
which a comparison is drawn. 

As in the Venisanhara—King, we shall have that 
type of boast which the sons of Pandu had, when the old 
Bhisma was killed ( by Arjuna ) after having placed 
Sikhandin in the fore front. 

Text - i *Pl i 

2%: i JT«H—*fcf%faiSc5: i 

q^r ast * iqfa faTOU 

9 9 

fm - l v^flf#qvT %8*T- 

arfrnsTTTO *ttto zfw- rmsn s q^sfr^ #r wr i 
3tr* h fWterMhror 

W 3^r ^5t%l 315T ®RRJ qWTO ^fTTterq: 

srrf^R fWlftsa: ffa ^ jwta: \ 

Eng. Tran.—Manoratha is expression of one's desire 
on some pretext or in some particular (peculiar) mode. 

As—Just see—oh fair eyed one ! this swan that is 
slow through the influence of passion and cackling indis¬ 
tinctly in love sport, is kissing his beloved one—-who is in 
her high spirits. ( * for gram, in §$r see our Kum. V 
si 43 and waTOT) I 

Text—1 f^lqpJtsfhl^nfr ( * 

ffttf 1 W 



afar i s TOFTOfsrfa i si# mm— 

TO i w *ft f^fmu 

fta--1 Mto: TOfaa: f*#ro ffa TO3. 

fimftrftm: a arfa fire iK;: (? 3?fafro*: ffa jsr: “si*# *ito^’ 
*#r ) 3<IfemyWMdlWK: 8#wiftwi^fth: 5% TO3. m 
sffaifit 1 to- atf 

5BHf: I To 53WIT-I afar f^rrik ^(jWHl 
srfrT TORT! | 51# I eft «MiWfl?n4k 

iftr swer# i fro 

fip gs # SJT ft^TOfTOL 
SIFtsr #etf 51% TOP 3^^ I 9T5T fasiTfarsf 

^TOTOTOt ^^lfd*ITO*Wp}’ bt 

TOd'TTfa3iqW «f%K I ^ 

sfasfar to 5?n^iRR‘ $a‘ TO-sraroaa 5fqr«ff TO*s#sfa 
5 ^#, 9?g^f^TOTl^ni TO 5 %f<%” •ll*wf-«MTOL» 
55gpjf $n#r |% TOT*# ST-fTO SW%TO 9T% fafe 
5RTO5RriRl ?%5TO^T 1 

Eng. Tran.—Anukta-Siddhi is said to be that in which 
something is taken to be identical with anbther thing in 
order to lay stress on some special feature. 

As in the Vrikshavatika—■ 

Those two—ch slender one—which are visible by the 
side of the beautiful moon, are the auspicious stars Tisya 
and Punarvasu—Oh wise one. 

Text—sfto i TO£ 5W T « r ft i $i ‘ qgp* ftwtfa |toto*i 

f#: t TO 







"3^% wwt ^ srra cf^RR* W- 

Mwr mR& g*^j « 

fcTrr— i <j3rt 5r swrefag* ^frcf ^—m 
^rrrftrgji *rai ^qiwi, enn^^^KiwftWb ^r^r ^ 
fofriWre a^i‘ i sft^q wgnm fftr sb^» ssRft 
wr 97f^Rq°RTOT3% *rrfN‘ swreftr^ §«?*rrt m- 

f§ q^fr qf^n 


fwraq^i 
ffirqpr: i 



Eng. Tran.—Priyokti is the delightful statement made 
to make much of ( made to show excellence of) a superior 
personage ( a man of high order ). As in the Sakuntala— 
first the flower blossoms then appears the fruit; first 
the cloud rises ( in the sky )—and then comes down¬ 
pour ( of rain ). Such is the law of cause and effect ; but 
fortune smiles upon one before your favour is 
extended (to any one)—that is before one is graced 
by you. 

Text— ffa: i are m«3T«$Ki: l 

ffpT— I iTT3JT55$ JPRWT, 

£ 

sw fettl e grefrfRf s pfo n rfa ** 5IPbn»ftlfl 

IWI'^ I 


m asmnrfa rerwmft i wfa ^ wyqrft 

«ft#q ‘"mmfa" «rr q*rr 5na^f^%reni~ 

1%’ i t^rfq 3 ^FresfP^r q i to* % 

tfMq- i ^p q»n^Kywi^*w < c5^TOrqr sil«$” 

f%i am fir Sfor 1 

«W55^qRt TOTRam^* Hia q wf flip fwfSRT=% I 

£ 







usrrftr sarffa TOn55f^nftr 3 * warftr 1 to* h 

sfftfa sna^m^wiH— 

^ 3 11 

Eng. Tran.—Now are being spoken of the Natyalan- 
karas. 

Text—^5:1 3 Tt#^^ 4 >q 3 TW TO’hWTWTTs 1 
^nHqW^t^S3TWfr<TqrFT: II ^ 

grf ^ qftsrrqt jfHcp:4f^M sfr^w^niF^f^r- 

m^ftsgsrff^i 

?wt *t^rt qffcrft fa^r^ii sratfw^iwjfa- 

si^qf1 

ffa arana* cpfr TOwcroiaws n 

w 

ftra— 1 aw wftretnjfcsnw toi«*ki: xfxnftt- 


(l) STRft: (S) srpp?: ( v ) (v) «BtWT 

(^) JT^r: {%) agir: (vs) 3JRTS: (•<) . ddMItW (S) *251 
(1®) $?W (ll) TOROT: (IS) OTTfa: (IX) «n$faT 
(iv) stsmra! (is) f^T: (IX) 3sht: (I'*) 311W* 
(l«) (is) iftfo (S®) wWm (Si) tfra. 

aifsi* (ss' «ifrar' (sx) sifaro: (s*) aipriV 
(s<i) axofaiV (sx) appir (s>») <rft5R: (qftfR--) (sc) ftfap* 

(SS) jrhV (X®) airarra" (XD gfte (XS) ss$! 

(XX) <wfcw’ 1 tjan snanaf^ew! tow ixto^w >j^t- 







i 


qcTtarPr s^ararfa *ffagq.a?tfct i 


=* ggjsfalssT 


Eng. Tran.—Asis, Akranda, Kapata, Akhsama, Garva, 
Udyama, Asraya, Utprasana, Spriha, Khsobha, Paschat- 
tapa, Upapatti, Asamsa, Adhyavasaya, Visarpa, Ullekha, 
Uttejana, Parivada, Niti, Arthaviseshana, Protsaha, Saha- 
yya, Abhimana, Anuvartana, Urkirtana, Yachna, Pari- 
hara, Nivedana, Pravartana, Akhyana, Yukti, Praharsa, 
Upadeshana—these (thirty three) are Natyalamkaras (and 
these are ) the causes of the beauty of the drama—that 
is, these Natyalamkaras go on adding to the beauty or 
grandeur (elegance) of the drama. These may also be 
called \ 


Text— i 



I 


i 

fWd— I 3TP?ftfT5|?q JRf«5 

3TTOBT StfHSI {W v£\ •tft *PTb 

srfe gfaftw —m sffaafarct? 3WW arrercrar^ arrcftftfcr 


rowsw i 


Eng. Iran.—Ashis is the expression of one’s desire 
regarding some near and dear one. As in the Sakuntala— 
Be thou held in the high estimation of your husband—as 
was Sarmistha of Yayati. Beget, you too, an imperial 
son—just as she begot Puru. 



Text—i an$^. safer' ggr i 

iftni srm twrf-w<fti sr %fa ffau <r*a«ra- 
<rai%S3nfa i 

fact -1 tflfet aafei fatnii tag an^ ffa 
s tiat «<;K = smu ss^cft *j*n fnffa 3fe*r <Bate: 

fqTc5T^ I 

Eng. Tran.—Akranda is the wailing or lamentation 
due to grief. As in the Veni—Kanchukin ( Chamberlain 
says)Alas! Queen ! Kunti, the banner of the Royal 
Palace and so forth. 

Text - to’ mm | 

i «wt - mu’ fmn mz qg: i 

fte- I mm m "T* 

ajffi 

i m faqsrst - 

m *trtct z&m qfoisraL wa* tfan i 

Eng. Tran.—Kapata occurs when a form other than 
what has been (already ) noticed, is- assumed through 
Maya ( Magic or witchcraft). As in the Kulapati scene— 
Lakmana has been led to his life’s risk by that Raksasa— 
that bade good-bye to his deer-body (i. e. appearance as 
a deer ) which be took to through Maya ( or that bade 
good bye to his false deer body ) and has assumed his 
real one. 

Text—i 8Bj»n «i <jftw wWlifa sirfaqgft i 



fftisi jwt i *fr: «a*rftu aigiW 

apmurfin:, (tjrftsn ^ *4 iftnm:) i ft g^formfcre^rre 

55Wpt i 

W^r: i faftrocP-^snftn 

far - i wr- arftr 3?ft q-ftw wrfrt Pckto* 

%f?i ^ * srftmFT l fwi?r srr ^s: ] qwh, m arw 
5TT3H«5fR: I 3F3 S^RcTT ipTT 3?fTOTOf^ I 

Eng. Tran.—Akshama occurs—when even a little 
slight is not tolerated. As in the Sakuntala—King—Oh 
veracious one ! that we are such is admitted by me ; 
( or granted that we are of this type ) ; but what will 
accrue to me by cheating ( hood-winking) this simple 
lady ? 

Sarangarva—Dow r n fall. 

Text- 355fa; 1 TOfs^sf 1 

ifrp I TO cT^N' - TO l JRTfa TO W l 1 

ftfif-1 antM a?5fRfirafwRf *rm w to 

£» 

TOTOf K : STO. I TO 311"$^ - iPirftfe I fTS^I 

Eng. Tran.—Gaibha is the statement expressive of 
one’s pride. As therein, too,—King, What 1 even my 
palaces are being attacked by goblins ? 

Text -3c5fa: | ^TOSIKWT 3TO: I 

ffrf I TO fWTHg W - 5fftfTO?P 

m*raj 

f?R- I 81ITO 3TO ffcT sr^TcSfR: TOU 

TO fwnsT wn-‘ 



TO \ ^ 

Eng. Tran.—Udyama is the taking up of some duty 
or business. As in the Kumbhanka—Ravana—Over¬ 
whelmed with grief as I am, I shall meet (the God of ) 
death ( ) I 

Text I SfOT gw I 

ifrfj i w “fasftw—rrofaraftr- 

*mf%" i 

for- I 3T«T afPJRTR 5TR 

snfrsrro gw 3iw 

g^W 3rWt ^F^lg: *KP3T€TW cftq HW 

ww i ^T^fr *ptt -rmW^ fWtaro 

f^TcW 3 ^ 5T ^ fW^ 1 STff - f^wfrqor: 7OTR 

strewn w i 

Eng. Tran.—Asraya is the adoption of an excellent 
ally for the fulfilment of some purpose ; as in the act' 
in which Vibhisana was reproached (by Ravana), he 
( Vibhisana ) says—I shall certainly take recourse to 
Rama. etc. 

► * 

Text—5^5: I ^ t fflW F RCT T ^ STipiftfa I 

ffa: I WJ ?HTf^-?TTW^ : WT 5*: 

fogdt (a)—^ w* t 

fad- 1 sr^rrfafa btt^t v oremlt 

ORRift *fr gqfwr: dd. 5TT*T ^TOTK^jf, TOT 3Tft^t- 

*ig>*i§ *l$5drfr3»31Hs«li«f flrg*rrfafa gSRl toW 
afaj: 1 



Eng. Tran.—Utprasana is the taunt extended to a 
dishonest person—who thinks or considers himself 
honest. 

As in the Sakuntala—Sarangarava- your Majesty, if 
however you have forgotten the old incident due to your 
intimacy with others (other ladies). then how can be 
justified the repudiation of the legally married wife by 
you who are afraid of impiety ? 

Text— i j| ST \ 

ifrP I TO cOT 7T3TT I 

faro* 1 

ftfrT- I TOTO arftKi+K'tid: 

5ETT STTOf 5TT 55T55ST ST 3 ^T 

to m ^Tf^sr^ftr 

i 

Eng. Tran.—Spnha is the desire for something which 
is charming. 

As therein too, The King—the tender lip of my 
beloved one—that has not been yet been bitten by any 
body, seems to permit me (to kiss) by its beautiful (way 
of ) throbbing. 

Text-$55te>: I S 3* g I 

fte i to i irwu^Rwi i 

«T %«T55 lefr STOTT **f \ 



TO X'S* 

ftrar- i 3rf^Vr: ftrTOSR: i 

a^L era; sRjrqpftftr m s p 

3 $fr*r 5TTS|T55^R: sftxfj: I ^f: ftfWROTB* ^TOf' 
srararafa *r trf *iayr<3t<«i‘ sqrf^fa— 

5R55rq: I 3^ 3T5T srrf^5JTT *T OT gfljW 

ftR«psfap£ qror snfJTftrarR a?5r sforcnrr 

4I<*1U$K: T 

Eng. Tran. Kshobha is said to be the disgust which 
gives vent to reprochful utterance. As : Oh Chandala 
amongst ascetics! by secretly assassinating me, you 
have not only put an end to me, but also to your move¬ 
ment mto the celestial regions. 

Text- i TfTfT^frferm^ s tpr 31 

ffrt 5 W-3Rnrm^ W fife V^t 

qpfr faqnftranrcasT 1 

fm— 1 tfrara. s&wr- qflsnR 

ffa qpR «W! ^3 T^R: ffir 2TRT 

3R*z? =q ( 2 ) q^rnTT: wfaorra; 3RRR‘ 53 : a^q: S tR 
q^TrTN sfcWTiT *IT3sn«5iR : 1 SSRfff *TCT aRcTNTf 
ft ra i fiw m: & dfirfci stftm- 

3^ fife ^TT tftaqT * qpP qpR 
falfacftsfttr 1 a?5T *ft5R qftsrafniTO wm 
qsmrrqt mi srcsqiafrc: i 

Eng. Tran. Paschattapa is the repentance of a person 
who has rejected some agreeable object due to ignorance 
or lack of understanding. As in the act dealing with the 



*<!<! q ri fo wT w 

repentance ( of Rama ), Rama ( says )—why was I, an 
object of false scandal as 1 was at that time, not kissed 
many a time by the Queen ? 

Text—i ggqfrWrrT i 

• ffa: I 2T«TT 

fWwui qr sfrwfrT ^frsrfh, r|t 
^nwR* jRrgftni sritaro 

m 3TTfr!f>% 

5TT5R I m- I 

m STTf^Pn: sfto-fafcJWSI "fog# 

sro Idt^mrr^ gwfri: i 


Eng. Tran. Upapatti is said to be the presentation 
of reason for the fulfilment of some object. As in the 
Badyashila (literally a slaughter-slab) too “Should you like 
her who lives if you live and dies if you die, to continue 
her existence, then please save yourself with my life. 


Text—^5: i arrerasf 


tfa: l *T*TT 


3RTTW 





"filer— 1 srRRR* 3tf^fe5f^l 55T*ft ^ 

5n«?srr^i^Kt ssRfr 3f«rr 

*JT V ITO i 

^st^n^iT—fcR a??* srsnrjRr^’ v&fr® 
5PifWER«rr^i # tot* WcHarn g*sf ^frsfir 3^fqq#?Ri 
wr jhw sfa smsrrcran «rfa ^mr 



to qffoSy 

3^* % 7B* 3TTq?r: tn* atf&fW anST^f* 

rRX. srRRTT S^J ■HaiWfW* *717[. • 

Eng. Tran. Asamsa is the hankering after something 
( by somebody ), 

As in the cremation ground—Madhava ( says )—would 
I again see her face the (veritable) lucky repository (abode) 
of cupid. 

Text— 355)1: i srfcl^r^TO I 

c *3fR? 73T: fanTTl JT^TT^T; TV^jyWi ju|t| 

g77£W€ 7: V 

fact-» srfcT^T 7^57*. 

€157 l$7 afVOT^ ^ ^T^n551R: wm. I (3?*77€T7 77 
8TMTOFW %fH *7T*f 151317: ) I ^T^fr 77T ^7 

5MI7^7%—5f*n73IT: fagsfaTWF? ^ I 3^ $pir77 B?^7 
€€^T [ 3?wf ijffhn ] 3R7T *1771 faW7 7: 

3RRn§7 7 ^7757^ ^f7^Tf€ 1 

3J3T 33775 TO 3P"77€T7:1 

Eng. Tran. Adhyavasaya is the firm determination 
( to do something ). 

• * 

As in my Prabhavati, Vajranabha ( says )— 

To-day, I shall tear asunder his breast with this club 
in a moment and up-root the two worlds ( earth as well 
as the nether region ) before you ( i. e. your very eyes ). 

Text—33)1: l twit Wtffas<?3555i7^i 

ffa:i 77T BpiTTT^—TT*6€1 flTTTL TtltSTft renfq I 



tei arteq»555r< smar te r 

teq 5 % TOiiagu: smu *wr 

-D ft 

?ft srsi^rRT wfe-w g ^w^X ** 

3!# cITO TO: q#JTm: I 3?«T 

ffefft 3Tfte^T5l| SPTT f^^teT: ^TteRfVfrT 

^tt^* iWr^w^q* sptfw* 

5%te4n 

Eng. Tran. Visarpa is the taking up of some action 
which is sure to produce evil result; as in the Veni—this 
is the consequence of one action and so forth. 

Text- \ «p4sfOTJp*3: l 

ffa: I W 3TT^T^—TOW* 51% 
afteTTOT^i ^TTWWt: ww ^ Slf^ewjT 

vnmt * ^ aTrorarffeTO:, ater 

9!%f«RTOTf: l f% — 

te— t *bpwt srejfter 5^^ er^wfte 3 pNp \ 
qi %$' &t\m * i% *RTT*rt i to^t- 

«pnfw JfT^teT ^3iqq%: t£t %£«T 

5% Jn^nafK: *tol> 

^ teft-5Ti^gfr 3flTO. 5% SSTO. 3?S*s?: <J«r- 

STOTOT ^ Sirfo: l ^ V^oWIT Uf: 

ipW* cM tm^^T *T$T SpfrsP 5% TOfFsnWT *T5 

HW%: I 

Eng. Tran. Uilekha is the undertaking of the busi¬ 
ness or accion. As in the Sakuntala, where two ascetics 
address the king we have started for the purpose of 







of bringing faggots. Yonder is seen on the bank of the 
River Malini the hermitage of our preceptor graced as it 
were by the presiding deity in the shape of Sakuntala. If 
no other business suffer, then please proceed there to 


accept the rites of hospitality. 
Text —i I 





I s I TO—^ 

1 ftps 1 




srro Sum smfsrnr *R3lrcj *jt m 

cT^T TOITWfR: I ^RTt § aifaR « 

tfcn«i1sftr ^ 3t^ 

o 

9RTR55Rrff I 3T5T 3JT3.TO 3ttT5TO‘ 

swwji srorcfaaH. «ak«ri«h( 

^K^idtftr ®CT i 


Eng. Tran.—Uttejana is said to use harsh words 
meant for the pursuasion of others and for success of one's 
own work. Oh Indrajit, you are v of fiery valour 
(immense prowess) and you are (•physically) strong 
as is implied by your name; but still—being afraid 
of me—you fight from a hiding place ( or fight invisibly ) 
and hence fie on you ! 

Text—j *mVrT 3 i 

ffcn t to * 1*Firota! 

c n T f i 



fira— i rorfa gftro 

?% snasnafrc: ^Rfr to 8?%^ i tffareft: 

wj sH*nw to?*. ^ w TO* 

3nrs^5 fro^R Vt^ fro^tH" TOfTOtftft i ^ to%- 
s%* *tt ^ fa*F*rcft% ^ afe pf*?ro vrrf^Rr i 

qftro : 1 

Eng. Tran.—Parivada stands for reproach. As in 
the Sundara act, Duryyodhana—Fie ! Fie upon you 
charioreer ! what have you done ? The wretched fellow 
will do injury to my dear one ( Dushashana ) restless as 
he is. 

Text—I sftfrF 3TT^f gi 8f^f l 

?ftp i to ?TTf^ i foft^rsftwjnfa a q t rofo 

I 

ftR— I arrefor 5TT^^ arcane ^^arTTOI* 

•ft’fcRfll «TT^n^F : I ^PTT. cTTtq*T g 
5% I'm 5^Fri: ^q^TO^TTO. I 

Eng. Tran. Niti is the following of the scriptural 
injunction, that is to abide by scriptural injunction forms 
the subject-matter ( or nucleus) of Nita. As in the 
Sakuntala, Dushyanta—Hermitages are to be entered with 
a modest dress ( or person ) etc. 

Text—l SrTTOTO ^ spFfaSTTI 

: 3TO5¥pOT^ J T I 

fftn i to ^TTfPt% OTFf 51% srnfan w* I 



TO: 


W 


TO I \ ^ TO#* f^Rf cTt^TF^- 

f roro i 

“gdftrfa ?rrfhf?N*TTOt toTs^to ^ i^ff fasng^ i 

TO: TOfft 'Tftfyjfts# ftPTTSftRTT 4 

f*FT I 5rpk %f*Fm TOW ^ 9^V4T 

^Strf^ ^frw^ tor, fwr‘ ? sqreq ^rerefoi 
ftw*w*«H faro#* to%r ssto, to. TOfa w f to 

?TT2TOI^I fo<HiR‘ *TR «fWWTO gJT: gsfi 

#fV TOf^fqiJTRffa | 

SSRTt TO 3TTfR# I rlvT 3TTTOt STfTOf SJT TO TOT: 
Sf^TTO ptTR TOTOT TOT: q^TOfTOTR *TOT fTOR- 
STfTOTfrJRP TO I TOTOJ 

&$N m - W: **%—TO M^gcp^ 4 gn^r\ $m{ TOR 

f^IT^R WW: 3*i: 3* : 

SxfifaiRW STOiTOTCfa 3#fiqj TOJ&TOTR TO TO- 


fwq°TR I 

Eng. Tran.—Artha-vishesana stands for the repetition 
of a statement in many ways by way of reproach. 

As in Sakuntala—Sarngarva says to the king :—Ah ! 
How is it that you say ‘what has been presented* ? well 1 
it is you who are conversant with the human nature ( or 
with the wordly affair). Just see ! a wife living perpe¬ 
tually (permanently) in the house of her father ( or 
living with her paternal relations) is suspected to be 
otherwise—by the people, even if she be chaste in her 
character ; or better—however chaste in her character a 







wife if she lives permanently with her paternal relations, 
is suspected to be otherwise by the people ; and that is 
why a woman be she a favourite of her husband or not, 
is desired by her relatives to remain with her 
husband. 


Text—i 





sfrfa fa fafafa^fa i ciOTf<5Ri?r‘ 5ji3* 


did 1 rTT^T dT$Wl • 


fad I 3d5n$-fa?T TOTfr 

5ffa did dT^JT- 
*fa<U SS^dt Ufa 

fa^Tfa^RSI 3^ I 9T5T fa'gpfa-ppBfl^ «far*H3Ha diw- 

i fore sfaj&rfo i 


Eng. Trans. —Protsahana is the persuading of some 
persoa (in a work) through words of encouragement—(or 
by an encouraging speech ). As in the Bala-Ramayana — 
This is as dreadful as the Kala-ratri (a black and dreary 
night). Therefore \yhy are you hesistating (to kill her) 
simply because she is a woman. In order to save the 
three regions (worlds', oh boy, put an end to (this > 
Tadaka. 

Text-sate; i anflwf ^ ^ * > 

#pi twr ^snu—yt' srfa spj^mr i <*«rfa m*roy 
yn— wwmiHi < 



i vs> Ttodr: 

ftra i snronfc ifa «rw?i. «ra. * tot wsj^wi 

tw4«t 5R «nroftr% hiiuiw* ftp wra.i a* 

v 

§sitsRn argfwftrg^ srrorwr wn i tf 
SWl(wW I 3Bt mfrf,* $<it*WW OTfpaf- 

^nsr «m«f tto sirowf rv \ 

Eng. Tran. Sahayya is the help or assistance given 
to somebody (i. e. kind hand lent to somebody ) in time of 
need or in some critical time. As in the Veni, Aswa- 
thama says to Kripa—you, too, should stand by the 
king’s side. Kripa—To-day I intend to retaliate and so 
forth. 

Text-#fe>: i 8tfVwH: g p \ 

t% i tot cm-stffa*: *rrd-* i fw«w«r ww 

i 

fm i w- 5t%^: 3?fwR-*, orftwH ^ snwn Tftsra: 

TO ( 5H3% ) To srfafiw 5% 

m 5TT3ir«itd ssRfr to WWtft mrotf srfe 
pfw arfro^TO^ TOrfo > am ^^trflprT^ to 
sr: enro pfaTO arfiWR: I 3?3 pm erf*- 

JTRt «TRT ■TIHJimPR* I 

Eng. Tran. Abhimana stands for (that well-known 
state of the mind-known as) Sensitiveness. As therein, 
too Duryyodhana (says)— Mother ! your statement 
( advice) is weak, (it betrays your nervousness ) and 
( hence) somewhat un-worthy of yourself. 

Text—i II 



?ftp i w srfe— stPt ?rfr 

nsft ? apngn—*rf*i a t ftfiiPrtititfiftii fgnf* l 

ftra— i Jwn<i. #tofl«ri5 5 % *n*5 35 sigsrfa 
wfnawif m. «y4Rwfa ^rawjn“l s?ra.i ?«Rfr jmr 
wjt: wr rm an-pro- ^ 

RJpt wr eigifa: 5115.1 

Eng. Tran. Anuvritti is following of somebody 
through courtesy. As in Sakuntala—the king says to 
Sakuntala—well! do your austerities prosper ? 

Anasuya—Yes sir; now by the arrival of a distin¬ 
guished guest—and so forth. 

Text- 1 I 

fftp l ar*n - 

“oerrafaf qfjfbrqi^rKf^f^: JTTf’^teTTf^ 

ftra I 3??faf w:f frTRT: m an^W* 
mm 3?^^ ffcT 5TW TOIRR^T ^ I SSFcft ^ 
4McHWW[<t arfaR. ^5t% I c!5T sffcw sftatmT srfai i 
sffar^ntftoro - 

Eng. Trans. Ufkirtana is said to be the narration or 
description of some past incident. As in the Bala- 
Ramsyana—It is here, where took place the bondage of 
ours by the snake-coils and it is here where Hanuman 
brought ( carried ) the Drona hill, when your brother-in- 
law was seriously wounded on his chest with the sakti- 
shaft. 



TO: 

Text—^ 5 : 1 ajfTOT 3 wfa HT 3 RT* ^f- 

9 #*r^T I 

fftr j 1 *rar—arsrrfa ^rc^rfa ww 1 

f^rrtfvr: wr% 

ter— 1 arr zn^an srpfor-zn 

feTT ^ *T^ --*tT ^3TT 5% *13stl«$J?r: SIR I 

ssRft ?Tsn 3?foR - a^r ^rfg^r *rr \ | 

w: aRTfa ^ff ^ff? U^m t nw %fV^TO : ^T 

SffitfT STSTTfa ^ cT 3^F 513m-erf? ^ ^T 

srcftRfh 1 sfr%^ fa<R vr%?r. #*rfa 1 f*fc 

W 3T5WT WCH m*RR ftP^ftr 

cT^ arg^rnf *p>rrt irerfe I fl^$>W *im% i 

riff tftflt *f SP^ftcI^rR %fH a^Nr tg^T WP rR 3f«^<R 
aCTSWR fapj *%qt %Prfcp I 3TcTtTR sfatf 

513 m Jr qr^3TT 1 jtt uygf^rfcn 
*ER37 I 4*fik*kKWR 5% TO?R 1 ^ qT%^r ffefkT I 

Eng. Tran. Yachna is the name for prayer or suppli¬ 
cation, made unto somebody either direct or through (the 
agency of some ) messenger. 

As—Till uow there is time for returning Vaidehi ( i.e. you 
may return Sita to Ramachandra till now); Raghava 
is favourable to you; why are you allowing the monkeys to 
play ball with the heads ( of the Raksasas here ) ? 

Text—355fa: I 5Tt^R : I 

R $*rer IWt 1 te Itftror W %: II 



IS 


\\c q r to w fo i 

m to* to 
TO to sfa to Hiw n gy ”! *to:i 

srftosT snfm: ^wtotto^ to aftwww^w 
foto ?ft%TOTO% “t^r <rteto% *irft tor A ^ 
Slfa *TR <TTC 3<ft r TO SBRft TO tfto sfci 

TOPTTO ^Tfros 3^tl ?TOL $3% TOT ! ®f|' tf«kwKl 
%$' TO TO^r | tot cffiL TOTO. *t 

STO* ^TO TO 3 ? 1 to Sffa W §$fa : *t TOIT Sfl^lT 

TO STOfato: & §TO. 3TC ?TO : TOfe I TO ^tol 
fTO3[ srgfaro to&t' ^ro <TftsR : 

Eng. Tran.—Parihara implies expiation (asking 
forgiveness) for some wrong or improper act already 
done. 

As—Afflicted with the grief of losing my life, I accused 
you harshly. Oh Lord-please pardon the act (of 
mine). Now Sugriava is placed in your charge. 

Text—^5: l 3 ^» 

to i TTro^j^t— c?^ri j i tot1 TO3~ 

sratsftr, fri to?RU 

TOftfto *%£*{ s^fero TOftetoro 
wir Wtan ffc to TOnwn 4 ^ i TO^t 

TO ITOT3J^—TO 

mfsq-, sr^ifT «W»fa toTO( 

TOTOfTOJ 

Eng. Tran. Nivedana stands for the mentioning of 
the duty or business which was formerly despised 



X ignored or shelved ) As in the Raghava-Avyudaya 
Laksbmana—Venerable sir ! You are ( now) about to 
entreat the ocean, what is this ? 

Text—i 

i Strong— m\—' 

m ^p wra: Wot 

Wf : I 

f^ra - i vpang wfarei ^ are ^ 

eirewifgf ^wRgw Wfr im. ^ sm ^ «riwiafWL * 

^T^ft w S5T Tjm wrftw*. etrR^rfe tfopm- 

Vi«fl«ffwi mm. 

cT 5T OTf^n: Wf: HSfcHcW- 

^wi^itfafc^r mrs smf m*Fm .» ^ 

« SRrf^l 

Eng. Tran. Pravartana is the setting up or taking 
up of some function in a suitable way. As in the Veni- 
samhara King, Chamberlain ! due to deference to the 
venerable son of Devaki, let the pre-rrranged functions be 
taken up ( be set of work ) for the auspicious victory 
of my darling Bhimsena. 

Text—i 3TTWT* 'gfg'ihfa: l 

iftv i »roi em-3sr: ^ swiftigP ift rew s Htew . w 

ftW— I SJrfW ■Witt’ 33R SIR 3^Ki Wl" SS 

whm* JTW snaro»»,%: i jptt WWsft— t 



Bag. Tran. Akhyana implies the mentioning of 
past incidents. As therein, too, that is the land where 
the lake were ( formerly) filled up with the water-like 
blood of the enemy. 

Text—T I 

HfvP I TO dfc - 

m 3Rtt: fefafa 3^fT Erfe^T* TO: 11 

fm i sfo 

totj ^Rft 

TO ^5t% I am im 375f^wn^tftl $g* 

Eng. Tran.—Yukti is the ascertaining of one’s own 
duty. 

As therein, too. If one can avoid death ( if one has 
no fear from death ), by ( simply ) running away from 
the battle, then it is ( no doubt) advisible to leave :his 
place for another. But if death is inevitable for one who 
is born, then why* do you sully your fame for nothing 
( in vain ) ? 

Te> t -33fa: 1 3^7: TOtfftlTO* 1 

ffo t TO *TT§^t& m\ I fofa^TtcTTR* 

Enforofa 1 

ftra t 5WTO arr fireRfR a n faOTR eiftftR: 

5TTTO55fR! TO ?*a*- 



I TO H^^wMld, VW 

5TO 1 I 

Eng. Tran. Praharsa is the excessive joy. As in 
the Sakuntala—King—Why, then, I shall not congratu¬ 
late myself—whose desire has been completely ful¬ 
filled. 

Text-I fTOT WT|q^5RRI 

i to tot 1 °r sift sTWTOiWf TO* 3if 
m%K' to* '* i 

■fori - I felT ^ 

TO TOTTER-* **RTO 3TTfRl^~ I 

Eng. Tran. Upadeshana implies the imparting of 
instruction. As therein, too; my friend! it is not 
proper for a dweller in the hermitage to go away at 
pleasure, leaving a distinguished guest to whom the rights 
of hospitality have not been ( yet) extended. 

Text - fftf: I trqra TO^R^TTO^ TORTO - 

qR^fq i^T s*q^ft TOsfcSiTTOii'* I ^ Wtof. 

TO% 5ITOT : qjffsrTOTr^ 

I 

S5$H»farrfa *5TOfa> tfT^W*Tfa tpr 9TOft\ ^1^^ TOCT- 
i to -fiaiwsiKTOt 55$wrf* ^ 

^fc! VTT^r: I TOH~aft ^ 
fflgfihfcffl 5RTO TO* *3%! SSjfa TO TO 

TOTOf^Ttfa TOTTO* TOP%1 TO TO^^V* 



«rrfn? mm* <wt touwhtc ifa *rfar* 5TW- 

*m ^ W 8?5M 3tI %«TfftRl 

9rr«fTft%TJiUi ^ 3Tfaqrt*k 9J3OT 1 vzjfsm 
%n: 1 XJ$: ifq: 3iJRT*ft JSR, TOP* f^ftr 5WT%-Sff WT *W3 

«rr **3 s?faqiw q 3 ^ ^Rwgqrf^ —^ftr *m 

cft% ^ shtrsit: %f^ 3T55ir^rf%^r: *5*ro‘ aqi snaqT- 
55^1 sfa t?WTrorn 3?fa tfpg;q*i wf^ : - 

sf^rf^r Mq^KH. fan* ^ ^gsaqrc, t*q' ^ 

«$TOT* rf«TT TJWRRr^ W&[*1 3TOTTM^ 

ftf*l«K f% ^R«5Tq : I 


fog a?q qrftr csgorrf^ qT =q qtaqra^crq: - 

m*i ^qrftr^ srarqifq^, %qifV< =q %s %s arafftg 
%qt ^T %3 %3 W%3 %qt qT SFq^S 8Frmfq: 
dt qTsirwfi^^ q sqgfa:* 

qsfa-ssi^i q^ )9^f55cn^3^q 

swiqif^ynwin ^^nrfq^qiqRi^ m\ gfa>- 

sr^cfat JEFmsu'RT^ ^ q) 

a^fmi sjr * %qR wwtfwmf \ qsqm 
cran „ ^ssswrit^ 

BRWfqsfa TO% SPOTt trq yqfa; qJrNf: ' ^fcT TO%3 
9?ft3 3T^3 arfq q;<T%3—WWRMwtdL trqr^ sm 


faftrq 2*Fjfq;: 1 

3iteR s*tf %qfter aswR tw qi^RHErcrof q 
4jOU«*$Rjft r i BT^rfq: - cWffil S^ : STSflt qfaflEjS H5* 1 *- 

faTdH^^^l 1 jyTOfKqg®* <nvm ^Rrftrfe 
*frfW » 







*rro TOFrf^. i s% s(wra9» 

<?mw siw ron fuitHg ^ a to#*:-to ^rsTOig- 
siTOrrf^5 3f«fr^f^ to sRwfo ’I'TORTO 

3?55fRmt *RT^ TO 3 ^TTfvRrf^ 3^ BT^ft 5f ^TTH. 

3 TO3 > f fg TO I fo?<J ^TOL ^7%9 3MVfl»fNflT 

ffa TO fcTT ^ 35 ^ 3 : I tt^' =* ‘STfasJTO’ ?fa 

sgro f^TTOiT^: 3Rwf^: i to— 

cTTTO W5TT %pT 3Tfa5TO5$m I to m^ : 3 

f^T^n^^cfr^* crgftfa <sll$?TO^St% eSf^T I 

=nfa f5rf^ i to fTOT^faro' st 
fa g ^ 'fe fapiRT c5$TO^I 8??? 8^|TO €S15tf| 4«f1^ti tw 
avqih 3^: fa^TTO RSW' TO g^TO* ^?T‘ 


cftq fc s V x^ 3fRTTfc! TO fawfMH TO 3?ftTTO e^qftfT 

i TOfa arfasH to 

2j: gq ffi& g p ^ 9 £7T% TO aw^xMcTT fTPITO ^TOL l 

iT«r’ irft: snfo Sfafa^Fr fof^TOTgtfta^ ^fH cs^tort to 

ssftrftfcl ^ TO f 3?TOTOJ faf^TO ffR* STTOTOTO” 
sfa g ^lffiF TO 3^3RTTOfTO *T^ TO^T-' W^' TO 

4) ftw hi tat&iPraror* *rfo -sto^fto 
sjrfifRTfonTO *r% TOrvrf^: CTRL I TO^T TOT tffaftfa 
55^n^T IVfWl^h : TOT TOHT ^xf'TOT ?*TO^T% ?f<T ^faTO I 


TO* ^ fwift yw p p fat TOTO ?ftl ftPTORT* *5$TO 
8?3JTR[c5fT^ flW f^T^tSgTOcTT $% SWIWyW TOT^I 

qf 8RWff: STOI ISTOTO tfcl R3TOTTO TOftftfrT 
ftIgl F gfTO SWWlflePta TOWto 5T 5^: I TOTfafclT ffft- 



wrofrlfosS w&imw- i&mwm> fe>ihwiWl 
TO*ifo ? r * sfa ^Trofeir'fcsfft aFtrcfa ^rr^r: 1 “a?13F*: 
sraftcf to*p fn^T^r^ (C ^\^{ ^r^mR- ,, ' > 

ffa *m*8W **7Tfa*nW ^fr% BltfcTI t^’=^ 

* ffcl ■il*l(«5*TTW 

«WT*ff5ftfftf>igfWift g^flrosf 3 ?^^: aiqftTO^ i 
nsr^ a^^fq^v^i $ m fq 3 ^<*T^ fifftnar S3T5H* 
cl*IT ^ 0 ^T%3 TT^qi^^PTT sftWT te !FT” 

55fF*TTTOTO ?WT fF^mrWFRC. =* ^ ^3 

3T5rfwfe: - ?T ^qp* sr^PRfarai %$& m 5pr^l 3WTf^3 

tpraiw to TO5TO* 

Eng. Tran. Though these Laksahnas and Natyalan- 
karas are fundamentally of the same nature still they 
are mentioned here distinctively (separately); and this is 
by way of persuing the old tradition. Though some of 
these (these Lakshananas as well as Natyalankaras) 
may be incorporated into one or other of the Gunas, or 
Alankaras, or Bhavas or any branch (anga) of the 
sandhis, yet they are here specifically mentioned simply 
due to the fact that these must need have their presence 
in dramas. (TO$). . 

Text- ffrf: 1 sj- 

“TOlfawasf frT ^LMdjcnL 1 


*rr«ron<flL sRftpr* 

I <15TT2%S^^fl I 





t|0!^8ats m 

to -1 q§ (awfa) dm m<sm«srcrfa sra% 

5i?to[: totadto siHifa ^faq^R* to, 5 ^ 

B WWKh WT fqto ^fd dd*t W^fr—"(^1^’ 
<sgoTTfa OT Hl^lc^K PIT^T =q W TO% V W' 

q > ffen fd' MqH°q r fr ffaq^mu qg «w ft? ^ swm? 
swm s p ^ r ton 3^r «tow8M'^3TOfti « ?mft-qfln 

5TT2^' totoj 5T3 cTd. dTOR* dSftL ?fd 

armesrrqnq dq. qreqj fatorfa- 

-TOddTO: ^afd^r^: &W- qft*R 

diqqi^i i#r qrs% qmqf storn* 3^cf^xitoT v qton 
dm djpfr! dd** ¥fTdft ( qfttot ) 5P|dq: ?mP ?R 
mqm^i q^q mz% dflsntod, qroirn, irtod dm 
sq%T i qq* ds^jtfdgd^- djjsqtetol span?* 

d‘gd‘ dtofc qdd dT3% *F«ftqf ^nitof^Wlft wfo 
qqt^^rrqtfcf faf|g^i s’qf ff jRwsto ‘‘q^toto’ 

TPftfqfd: 1 qq md qsfddq. d^q^r ssgdrfd d®^: aV 
ddtop* 1 qfo qq^to d*srori ^tteqroww to% 
srq^q^fsqdT dfqdT I QTf^q Sl^TflTOttoqL dcSfR: 3dqft: 
3T€fdfd: ddfeto dqq^: q ig llSSlK t sfrfdd fq^ld I V$R 

^RsaiwiKwrflL 8?q*qqqf«RiT tonton 

to? qt qfto diqq^T qita “qd qq 

* 2 ?rrct sfa qq qr’" qfa atodu dftoid d^rq 33$&dta : 

todt qTotoqr: totddi argdfrtom qftqqmqd^i 
q^q aowto' to 3 * ma% arq^to ito *% 

qitoi sqrm tor dwffcr qftr mmt m *qm dm dtou* 
dtou dqm di^f^qfrtoi *cqmi q?N dress* dm 



mi sfa Bif^r 

TO! ^RPIW n: SR^R 1 WW arft*R cTT^i 
t^r . T iaqftTOaTO sfTro syt^Rrc sir * TOfa -fHWiP^d* 
%Pt sjrflPcR.1 TOTOR* *mi : TOFTOd: TOR: TOfR: 
jjftR tosr i tRta TO^afaroiTO TORRR?Rf ^ ^% 
an%R. i tTsr* ^ arafstf ^rrI sPhlotr raTOt to dsrot 
^f^artefaRi vfa Ri^wf ssfaftro 
§Pss-^f?^r* g^^frvHvrmjf f^: ^%f^: TOfad sfo toi 
g^a^cfrat ^ft; gfor^h arftiR ctrsri ^r to% 
s^fm-R tor: ?fm: ^sTOiP^fd ftfeR I gsRiW 
5RTFt: arffciTO TO cIT^f I ^ to JpfTTOT'Tl^: aifa ♦w'kTO 
fatifRR i tort arro^i’ *& 

flTSSRl l^ff TO 3?ftwro^ 5*2®!TR TORlR 

to f^SRi ^re i Pre Rra 3*giR terfw 

^fcflTOf TOTTOL arftTTO* ^fnTTTcT: <NTg^T flffcl^r: 
arfRR dR5Ri F<? *fifTO ?*FfaRi a^ TO 

gf^eST^ sra% qsfsftR torbhr 
cS^TRTR TO TOfr:5T^ftro^ 5|^ft5Rr^^nTOW^ TOTTRfRT- 

<*irl arro^TO^ sfa i t^r ^ %ftro ^RTrogf^i «ftsr- 
afrwrfTO^ si aflftf*ii i TOf| 5 Ti awN*ww ~ 

sft^s^TOft*i*i<l #^i i 

crn^ TOg^ftroji 

Mtywj tl tf r wiiHiSn ra n wtKP gfroro?— 

to totoNp era ^ ^ wf^Bd' ^ftsftr a^?r: i to 

6 

rftvwtw arfa snarewrft gfcqww i fe oran* a^wftr? 
wwtf Pidwi? qxrrerta g^wwiPgfiwt 



^5rt«et — 


Ww^Tftrfifom: wfvp sfrqftg cu* 11 


3®IT55f T 

HCSWWK* 3T^RR^rf5PR^ I 

g*3TW* II 


^ *Bfa: fsqfa 503^5*^ l’^ 

3 

«ffacTT faspWT 35^ ^n^n^TTS “ q g psfek^ftfr - 
cW55fRt^rrf^<' ?f?T 2R cm 3ft5fR3T#T 3TT#: 

5P2^f&%efl3qT^p ^cfT#3 =3 %qn^ 8?^- 

®lRTTSfa 3<%ctt ^ I ^ 3?SffK^T 3T3qic5$TWT 3 
qtq:-qcT: “3T«mft ^WTtqRRffi^ qfam I 

qRFTO ^qTfSl^f^ 3TftP*fcP fTOTW $5T:” foWRL 

em ftwro i arqjif:^ 

ftraroq «rftrsor^ m arc^rrar^r ^mm* 

TOM r g$Kg i n^oif^q *f qtf^^tq: 1 

tc* ^wqfl gf ffi m “qsW&^fiW 
%fa mqWr cm sro^r sramcw Bferar*wii srfci 
JwwftiFHWi w ftess? stator em sEsfrc 

qr^f erapfrl 3*RTT$q: «Mr«fKI* WPft®5ITs * cTOTSfcT 
4 \£\ \ <fi* \ W P l w?W t » r srrfer 1 mys $ to^tssskt: *r gfo- 
wmV' 1 *t*tptc *$* ^idinriOTien n*rfa*w ^rftci- 
f^ifldHi ft wq f rs fa «A«Hh<mfipKw cm 





qfemR I [ * “Wrfeffi” &WR TO ] 1 

Jfg ^IglRTOR *T 5TT3% 3Wra SRT df| TOTW 8T35fR- 
^?T 4>l«4U*3;Kl u lf SRfcU cT*rrffc 3R sfeftfidWt 

q^r T W^sreclW SJ ^TT I 3fif 

8J55fR3I^*I ^1S|Tc5?fRT0lf JIfflT* g^i*— afdWW BW^lW^WT" 

*sfasft ^ mzm rr =r— 

3T5T gfR* qai^— 3R “sfifa: fsirfo sirawf ’ ffcr *FWfcr: 
trJoffamfc <wr gRmftgW qr& ffe to%i 
s ia$ ro ^M4H«4d l TT*r fa%T sr&lt v&wmaffiiy 
araT srf^f^wsnitffcn^ arfa ^ *rr 
(%foraT > 3rfq aflfa^TT- - 

*T i %^5?fT OTT^^n” l 

stthr “gon^n^froC' ^ ^frc^Fr ^M^rcror- 

V&l RF?R l ?T«rT §dt Wl^l^flOTR STTOfTi 

9mRT ?fd MtwftRTft^R 3TRR: l SR 3R ‘frqft TO 3TTW- 
^TT^R-^TOft fa^JTTTO 3d ^^'•tt'^rftWWTOL 

i BT^rrf^g sr qsmrfa faqra 

5Rife 1 ^ SR «TTg TOfffc SUITOR I 

Eog. Tran.—These must be inserted ( must have 
theii existence ) in dramas—as the following has been 
directed by the sages—“A drama—to be composed by a 
poet, must have five sandhis, four vritties, sixty four angas, 
thirty six lakshanas and Alamkaras ; it must have a 
grand sentiment ( as the running, predominent or prin¬ 
cipal oneshould be full of grace and capable of enjoy- 



ment and be graced with a majestic style. It must present 
great personages, advocate proper conduct and should be 
liked by the people. The sandhis should be symmetrically 
arranged, the drama itself should be fit for staging, afford 
pleasure and be full of a set of graceful words.” 


Text—ffri: i I ( aflJTT » ) WWIjtlfw 3tTI- 

ftra— i ‘‘qsfereiimRra inaiHS tPrerai i swftsreni. 
sqfaqrfa sftaqinft trim” <wt - 

l ‘*5Twsnfa qsr *q% mv&t- 


rfw am qtanfa ^frr 

9Ti^ *$m x \ aq os^TOTir am 
31JRR* aSTSlTHT «fhft 3?S?: a%TT 
i m ^fa 3#a snsft qa 

snft **uww*$ \ “^Twwrf?! qsr am *fNmrrfa spfasn 


^sqfa faq*mfa smera i m^reiFqft aF^r 

aftms feammf f m4 i wftaif^iqrcf^: i m 
aqzfrfaiaT-qm q?trqq%—amfe toir ftrfvm* ^ ^fi 


^xTfiqfd «R5RF I OTW1R TOIRL TOTWf 
qri%w fftr qfaq;: i srairo ^swl qyijTftqfa-- 
ssj' arassmfacf i m fsftqa? (s<qaiam ^) 5 fam' 


a^qfefm*’ sa:» areq^q- 

TOq: > gpiTC' 5m* ®lft SHW 3§a 
ftawfq cn og^fir f ^ qffo:! sia^r 3f*n*’ OT* am 
qw’ * « r wA*i qfa. *famu 3W aqqto* 


as macro qerrofirfa i 


csro 




wftsuw 


^K* 

^ qftfBl ?N ft 

Jpft qWK<MW*WI 5WI JJ3COT5TO 5J 3T3W «IT2SI^ 
ytS’ifiwi w srfi «? areerca <rftrr: i rmrft «ftgft: 

“aiwiFflft 3Rgft«ipi3nft 5 <fia<i>r<it«ffft” i 

Eng. Tran.—Vithi with its (thirteen angas) will be 
explained (later on ). Now we proceed to describe 
“Lasaya” with its (ten ) angas (first). 

Text—l rfrpr?' fefcmSHfltfM l 5F^^- 

ftspp* fc<wrai‘ 

aw1’dHWM$*M^W'i)oi 1 wflw 

Jpftfafa: » 

ftpr- I *pftftftp ■HJHWWftP* ! 31^ 3TOfa^ t^Rt 
^rfttf awn 3^i' ftftrfi rfifa ^ aRTlft Jtl»n 

^fat-swr Jfcwn farartssf, araH g«prte«T, sr^w 

ft^W. dWftWH*' 5WT 

I 

Eng. Tran—Scholars have fixed the following ten 
angas for Lasya ;— viz Geyapada, Sthitapattya, Asina, 
Puspagandika, Prachhedaka, Triguda, Saindhava, Dwigu- 
raka, Uttamottama and Uktapratyukta. 

Text- I rl'iO’HluB* gKg g iNfa gg ntft ;p: I 35* 
»tpf iHFPCH 1 

fftp I W 

gn ffRwg%* i w iWi <$& i jpgft iftft i 8jftnt3%a‘ 

sftei5*l*wftl s^Rjraftjri 



far— i FP3fhw*3* «i<^ «w*p 

ifimi gs ^rftmCT w? amF* amftro gsf 

<Tfa^ TO 35^ 331TMW *TR* ^2T7^ STOW ^2^ I 
<**’ ffcr TO& I SSRTt *^T 3W P F% STTftWT 
m# «fKtqi sfturf en^Rft stml-w '■n^fbd* srftraag 

<5* ^r§i i 

5pR * rf^P^g^ l” Sf?T ^TKcT^Rl^TI^ I ( * gg ft| Pd3FM 

TOi ) I 


Eng. Tran—Geyapada stands for the decent or pure 
music (emanting) from one seated with a stringed 
instrument before a deity. As Malayavati (prays) 
while playing upon a lyre in the temple of Gauri:— 

Oh. Gauri! Oh Mother 1 (Oh Lady ! ) oh one with 
her complexion as yellow as the pollen of the filaments 


of a budding lotus! may my desire be fulfilled through 
your grace. 

Text —i f&flqrstf I JT^srTrfffam m <T3% 

snftf ftro i 


ffe: I aiftiTOSIWI WW Ig:—dTOtftiW flfiL > 

toPt snwrsif i 

fwt i m TOftmfqcn wftf^di ^rfasnrft ftro 

SfTfd* SIT^cWMl^S* 'refcT—cR 

&m$' "siTfFf’^rT fagw g qfrwMdforai > iwprr- 

*&m£t 5% TOTOra P I I m ftssRf- 

<rre?r arfa i atftrc “3?rcw*ffwrf’ 

fftf ^idi i ^iwi^ m. ftreig** *nw “fmf' 

<4 ^%T flcft “ffcl 3^’WRfi U «W OftSWra 



w Jftftafoi artwrowf 

m\ tmm ^ miw^ ^ 1 waftnr*- 

q^rfcr f#cR5rfeqr?«Bc^ crorffe s^rtrn^r 

Bffr Mr^TIOTi. fRcTTT3?r ^1 “^^gRTRTfa $T?*T 

TO «HJTfcPSTR I ZRT - 5PW -Tf^fil^H cTTfacRT 
JTTR? 5TT$fl<T3^ feTcJ'TT^ I cRT 2EtaR d^SCRN 3WT 
gT ffTOqi feKTTOR* i fefte:—3RTflT ^arf^T^TR- 
ZCF& gq^^T^lcJ: fefap 3R ^RT-ff^fT cTTfacRT siparf 
cTrfTrl^oT 3TT JT^cT^^ ffcsTFPTTC^ l cM 
S^qoT '32RRRT TmjU *TT WWN&&1 f&cTTO^I 3TWTf^3 
ffecft^r tpr 3R-- *ro«n^ i br rr^ffmTton ^^rr yjwwzd 


«T«£TT 


mfcT 


cR^TrrftfeTT ^cPT 
<T3fcT 2RT- “§3P* or QTFt %3?3? I *ffl gor ?T3fjfT %Tfa 
fe faflm I ^ qrfear* g^rm^T^ i 
cPT 5f 3f!% f^TTfa mTtt I^T I ^fcT 

*<fop c^ftr 3TfTTfa ffo » 


Eng. Tran.—Sthitapatbya is the Prakrit text tjjat is 
read by a female under the influence of cupid. The vener¬ 
able Abhinavaguptapada says ( on this point); This is a 
case of upalakshana ! ( what is the theory propagated here 
should have wider application and hence ) the reading of 
Prakrita thu e by a male—non-plussed through anger is 
also Sthithapathya 

Text—i PifeWM'KKfoi sfwfa^rfaRtrattJ» 

wreifwipt' <r<itftowfiiiiw an. i 



W V*S 

i w osrmnr* i 

STfaffiT STT^RTT 3m«5I Jttd 3TF#TT STfaST ?# fafes^fRl 
*%r' fafafe* ancfRfjr sirro#* tffer* jwt 
mro fR*n to sTsraTfaTO^ aro^ja^k* 

to cmT siRfaiN to ^rreftTO =TO 

TO» TO iTTOWT%if TO ^^f^RRT ^ TO^kErCI" 
:nfw srrro^ f^r^rr srft to 3ff*farforf?T stow’ 
*ro i 3?5? “nmfo” ^fa tern' sst% * i a?fa ^ 
if^Tfa f^Bqr TOf^rn^ 1 TOflfcT ftfaSFTta^TO ^ BTT^J- 
TOT5TO “*TRfcf ’ TOL 3T5T S^R^TO *TO TOfa 
3fRTtTR TO* RlTOTOfl: I 

3r wrf^nriiTO to to«j srcnfrsfa *jfe\ 
TO% ^fTOTfRcIRT 3RSRT: 3<1TOTO tR amfcf TOU 
TO— 

"a«rftwiR& n ^ f%55fRft«wrfR5r* srofiiTOTO ^ 

Eng. Tran.-—Asina implies the sitting of a woman- 
off her ornaments and decorations due to the seizure by 
grief and anxiety, together with singing by her without 
(the aid of) any musical instrument., „ 

N. B.—An instance of this Asiria may be found in the 
following lines of Jayadeva, when Radhica sings— 

TOfi[ iftc!JTtfa:% TO I iftcR. 5^TOT%— 

♦ IN *v 

cfT55T«rW *TRR» \ 




i emrtoWW Stef goffer faflwft * i 

^qrrf^RT II 

ftra— i swrefRifafaci* hi* srira *ft* *tr^; 

?T«rT ftft*Tfa g^fftr ifat top* sftronp i tot *cftg*w): 
TO?: *TO ^ f¥r^rf?r%f^‘ TOT? ft TO3. 

TOSR: «TO ^ JTTfa^ 3JTTOH ^^--gTOftTO TO 
wrFlISH 1 TOrf % TOqoT *fc$TOq^ tr^ 
sftgft: cTCTft 3TTOT?m$— 

^ c5fad‘ *TCfd qs^ I *f#JTT 3 fofftw 

^l^grotesT i 
=q ra%fed*fr sptoi^ flnrftaftfrc 

5ft i 

Eng. Tran—Puspagandika indicates music accompa¬ 
nied by instruments as well as the recitation of (verses 
in) various metres and the topsyturvy attitude ( conduct 
or procedure ) of male and female. 

v N. B.—g^ffa faft^Tfa =q 3 

3 f^forcrnfm fft 

erofa: qptq to qabr’ q*n s ft^TO^TO^ i Hr - 

^ 3 f^f*TOR 1 TO SSRTf 5 TO& ^■JT^TTIR^ 

to ft^ftrn *M f^nrftriq# 1 
3td^q ftf^ro ftrfon grofasqsr mft ?ft tout! 
TO^I sftqpTT fTOBJ, SfaiTTO ^ 

®TOTO # TO?? TOR 3lcfar% TO. TO% g^wftWT T^fifw TTSi I 
wft tpjftrom. TO sprofirorot QmfftjftrftrTO *tm 
ftflrcrfa qro tot ^ w>Www*H > kwi ?% 



TO <rft a N i 

vsm * tot i r* SR toiS* 3 g »hr 

to si i qaac to* TOTftr: enataMTOR- 

p*T, to ftfro TOtfa: tor, to ^ftg^pftlqf^r *m\t- 
i&fcm faftR g^-atesT vfH ^ tt^ f^rfRaRi 
to RrorogR ®tt g^f^vroRi sftgftRf g g*r- 
ateET tr^farm in* TOT: 5 m*& iR ^ RsfRf fafRR 
5R§<R 9TT^T5T 55fecf ^1 a&ET SI iqci55$ITO t^>- 

qRTOH . fa v TTC 31 ftFSRT W TO% ?R 5 SRTfW TT<fifwR 
RTI AT g ?T s Sf s T RR ^ *RTfa*rT$ R^T* TOT f^^TTO^t- 
irRa* TO^Pstai 'Tsfcr to rFitorr *frs ^ a*tfg i ^ 
t^f rtor*R TOtf qj*R tort TOR?fa i 

SR gfo$t% 5TR*rf ?R%<RR<JTWft ^>gpftfTOJ*fa- 
^fer*' RfRf I TOfe faTOfa^fef flfatf 
TO* R5EWTOT ^ I TO^f cR %ter* f¥rfRfalTCTO(-- 
TOC f^TOf^ ftftsrra fq^R ftrcfcflferiH 

toir i arror fasRsrotfis* fa q q r fTOfean, ®r i 

cTf^R =5f %fe% Jnft RR% 5T^R =q TORfcT I TO 

TORt sfftfSWRt ^^TOraTRTRR ffe SIPR SIR 
erofa: I 

* 

Text-^j: | TOTTO* qffl SRT sfaf^TORfTT I 

sftarg^R* Rif ftro: s ra I M t to i 

fm~ I q% RT^R 8TOTOR TOT %R 

•* 

spurajfa stfaa: v Jpg; 5:^ ?i ?r tg^r 
«ftmwiypi«fan ^ ftw ! »mf answ srr fimiwt *to' 
tft«r sr&^> ?fe «rwnr' ««r% 1 ssRft *whot$ri& $a 
qfi 5 «m! »ft?r 1 em gfas?t asnf 3 ^ im— 



“jNfef: S fafeff q?r ^ra7T??IT: few; ftl^Tg S3P& «fe 

WTJPTOtl %Jq I 

Eng. Trans.—Prachhedaka is the song sung by a 
heroine in consonance with a lyre, through disaffection 
due to the break-down of the affection of the lover* 
thought to be attached to another woman. 

Text—i g‘*rn* 

1 [ Both ^ and «r?»r are correct ] 

ffrP I W\ TTT55^T^ TTqtsf^? 37T55fft 

$m m -1 

ftp! I ^5ft^5TqTft°TT^’ 3? W8 ^frRTft- 

q-fct^wl g**m*. ftgtf =TT3^ ftPIIW 

STOUT* £?FU ^SFcfT m\ *?TS5rfoTT^ *HT 5RTc5rftHL 

^n^n - mfw- jftptto 
f?#i ^ 37^^ <T 3 trit^ 

3 Mm w 
*m' gw^n^' 1 ( 

5% «ftw: Tsfcl ) 1 

Eng. Trans.—Trigudaka is the clever acting of actors 
that have assumed female garbs (for some purpose). 

As »n the Malati-Makaranda says—Now I have been 
turned into Malati (i. e. now I figure as Malati). 

Text- 1 srefllfci: ^*W u llf^fd : I ST^t* 

WT «rfts m <tfJLSRpr ftj: - ( *TT JTffH.) \ 

1% 1 «ft«lll^feWt l 







ftfcT— I TO-* ^feT TO3. Slf<P TO 

ffresni zm? TO^ifa: jnfaTOT: faq^wsT & 

q>«R W *TITO ^xfi^unf^cT: gsqrfi *T §€ c n^f *R?ft 

*fan%T^T arftsRT: <p>: *K 5tT?*i TO! srfxR 3R, 

stout’ *m?u rr«rrf% sftgft:—“« tt5[h g^ro^^iT- 

fann .1 srrfflhrrogft§: tow ^tt: r m ftsqFrcngcf 

ffcf TOSId^TO^J srfro^: l C K* ft^Wf cP ffa srfh^ 

*TT*r%iT ^ ftfft^r: 5f 5 5iTftOTI cm%3/ f TO 
STf rf**” 5T^: 3 TO: ^srftrTrfecT: w£<V- ^T ^ tTef- 

ftTOfa tnf 52jp^: I MftrR ftP5TTOT*ft5T*3 TO-* ft^- 
5fTfTO2TT 3WIW Sf^m: (lost) TO S 5ftl 
RT^^TRT fmtfttW’- JT^ftlcf'TR, I cFt ^PTT ~ TT^fT I ^5? 


gTT *T^TOJ II m 3tT ft^T ^OT^RT^T II ^ 

TO^cf^ ftra&TOi^^iR&q sfrror i q*‘ 

t^r: wh ftsqcRTf cTR. gfelf^RFi: ^^fcTI 9cTT 

sft gftcs^Rr m TOiasaro wwr arfq * i 
q^r of gftagro qr«M 3 sp p-?t% to^T 

aRTfq ^ ^ ^3 -wftftftr ftftw *fini 

^ TOSf^WL WWIH .3ITOT TOfllfa^ 

%mt IteRHTiftwrf q^taro: 1 qgT fasqffflf m 3 . 

TOSf SeTT aroft I 


Eng. Tran.—Saindhava is that in which the hero 
utters Prakrit sentence while playing upon lyre in a very 
distinct (clear or nice) way, when he has missed his 
heroine in the tryst. 

The word Karana (in the text) stands for playing 
upon lyres etc. 



wtew * w 

Text—i rfaf 1 ftpjsf 

WTTTO^I 

ftra- i am ferjf «rnr whwiwl *M 

*TRg, 5JWE§fNTOi P>»|^ ^ *TT^ *t*fl 

?fa ?m?l T^Tfa 2T5T cTT^TJ^ I 3lfa ^ ^TT%^ ^ 

9?1^H 3^33*5^ I ^4** I f3T ^T 3^1 

ferfr: i g^si#rg^TfNcf--gt^ 5j%g%;r afHpr- 

€f*£RT ^ a^f^rf g^f I cJ«nf% *TCSR «1 g«sRF^ ^T sfapTCPft 
«tt tt arm ffegfn, ?5 T¥itot 3mMci|?rT i g^srfd- 
g*$nfcmf¥<T t^*r gf^^ i crarfe toertf#- spimrffrrrf*?- 
5Rr‘ 1 wwwdfteni <^w%‘ fsg^sg» 

5% I s^R%2g ?fw rrffjff ^°H=THTrP* I TOFflt *TOT 

- 

S|*& I 3Wtfewfal 

^WRT: 5U?^T: r 

Eng. Tran.—Dwiguda is the song resplendent with 
sentiment (i. e. having a clear appeal to some particular 
sentiment) inserted hi either the Mukha or the Pratimu- 
khasandhi ( or in the both ) with a four fine set of 
words. 

N. B.--The significance of the word =gg*$*q^ is not 
very clear. The word occurs as we have already seen, 
in the work of Bharata as i 

Dasarupaka mentions only the names of these lasyan- 
gas— but does not define them individually. Sri Rupa does 



to 

not mention tbemeven by names. He simply lays down— 

“cTOwrft <wt efratwrfa 

%fN^fr* l” Sidbantavagisha explains this in the 
following way :-^^Tf^T ^qrf foiwfa q^tfa *p? <RL; 
but how this is possible—he does not say. Perhaps this 
is possible in ( see our Kavyadarsha third 

chapter ); or explain thus—TO* 
aR.. having four points i. e. 

which pleases all equally ( see 

our chap. I Intro, and III under Rasas ) ^psp 

Text—Jgfa: I 3*WtWW»’ g* I 

ftn—I ^TOTTTOi spfaTR 5 I^t^ 5PEWRTO: 

Sr hh; ^nnr. ftwwgK ot ans 

STO* m cTT^TR 5TOTWR SfP TOf l ^FWL 1 

erf^qg^n TTcTrT^ *£pl$ ^ 3rT*ftrft TO^rfe l fer** 
55TOig^R* ?TO* 3 ghn% cPnft 

iWsww ft aR ?nfi#TO?T^ i 3 j ?5S3T^ «rac. ^ 
rftaiWlfaaR i 

Eng. Tran—Uttamottamaka is the lasyanga which 
emanates from either wrath or cheerfulness and ( conse¬ 
quently ) contains reproaches (in the case of uttamo¬ 
ttamaka—owing to its origin from wrath ) and in which 
sentiment occupies a predominent position. 



3V 

Text —i I gftfr 

SgiWyn * 4ftokUW|«A4M<i I teT^TTf^ d < fi d I ^dia&TSr 
3=^ I 

v ifa: I TORg^mft I 

f^PT— i a^acg^r^Tsrofa—^r a^r ^a^ps* to 

«TOTff‘ e 5 y?rfH 1 ct^ ^T* 2 fT^T ?TO ^ 

arfod g^fiMr to?u 1 l®T3 

imt I cRTTf?—ft M*K!c*t%f^lfr *fTO 

a«r*ffafasrT—ffa wtostoj £^TTftfiwrc*3 ^^Thi-^i 

W5T«:| *TR tfTORfg^fa^T^T 3%?RT ffa ^TaSRjTOJ 
i^KTOTOgRfaw «rm; *n$sr i fi^T- 

5T%RT d$IT |c55TR I 3?fa ^ 

• TO ^TO 5 * 

i fro$ftT : 1 afaiScgfa 

z’tti a^iro affanRta ^ 83 ^* to rifaiwR 
grotto ft(^r><Ji mwm *ro ^ TO 

5fT^r^! 

iR: 1% t?cTe555g^ fa<OT?fd MWddMWfa 3^ : 1 

3l§cr TOTOTORT#5rt g^nf&TOTO. 'ft^T«i- 

airf^ss^snfro tr^cs^^ I^to aTO^r ^Tfa^T 
TO^°i 3^’; TO wftfr Tftmtrof faro ifci ffe 

%5m *panfa *ftTO : to-^3 

«T3f dTS^i t?f%? gxKSTfRi* gfTO 3fWtTOK TO% 1 TO 

TOwref — gwftrw" r^i^fra?^ i 

jftwajftftr rrorrl ^ TOft? 



w- w 

Slftrfftf £§T fo^tcT *fRXfl*l 

gfafcPTRga^ l 8^ SRfcRt ^ ^34: , '“- 

^ ^-f^T^PFHr tpsi «rr "srfc^fti 

WRWtFdH-W forTR >etl: ffa 9R*ta 

3R: I 5 l (S»fe^H^ Rc ^R| ' H ^ ftvTC* f^ft^T* g 
WRKwil stroll srg^rr ^‘fW^r n^- 
^s r g i xR * «TRT 55RTO‘ (*RL XsC§ sftgftRT ^VfWrfWPd 
) *fal^ t£T I rT^ g ?T^R i&RT focSlfcr ^ Hf^T* 
3ff^T ^ ^ *l?R R^ «2 ^ I 

?rcT(?rq*R% ) f<ixw<R w*' af^i^Tfa ^ jtoi 
tt# ^ d-wftrwsB 5TR sw^r^nsTReag xb-stcr^ «&T<tr 
srar^rac. ^t cwr smu gfor^g 

tTcfer *ftarc?frftR xr^TO5igr^3R2reh 

Eng. Tran.—Uktapratyuktam is a subject-matter for 
song which is teeming with Vilasa, Hava and Hela, which 
is appealing due to the existence of fine couplets and 
which abounds with reproach as well as mutual conver¬ 
sations (or accusations). 

Examples can be easily gathered from dramas. 

ftra- i 3?*r it* hotPwi" srtrt tore** 3#f- 
Text—^»: I ^ ^4: TdPMWwtjdH 1 

vrftrtf 1 xt ii 

tftpi qa^*naaRi TO- ^n« w wwni > 
fira-i tr^r t^w xr^-cs^i^^f^icf 
htw* «ro w ^jsqfW^w sngflsKs®^a‘ wP**! a*r 
<rawrarafo<ftKrft w arg« cri 4 wra. «ro tcsf «a *rratf 



qfWrn: T 8*8 ^SRft^WT 

mTOWWM s?ftR 13^13^ S^f dURlfol anwrr* 
sffe i xfg^r zftr -1 & mss* arcftsnffir 

SfEJcTT ^Trf «7^ §%5@*l TOHI<|0^ 

sffaKTT flU& slfoT fiK ft WH t cPT^T 3?fT:^n 

Eng. Tran.—When this (i. e. this drama or TO6 ) is 
endowed with (i. e. when it abounds with ) all the four 
Patakasthana, Lakshana etc, and contains ten acts—it is 
denominated as a Mahanataka by the wise. 

Text—ffrTt I am I 

fter- Cf ^wi sra^i” ftrfa mss* 1W4 omm w- 

9 

srm* wi ?im stol i 

Eng. Tran.—Now Prakarana (is going to be 
defined ). 

Text—^R: l fa* 8i te f ^ r cfH, l 

»mi tsfft JTRFt*g foterreftsqm site t 
ffa: I fasjmmB—miT *2«W6faw I 

JTTWT.I WTO*—I 

for -1 swF toA sqror^ fa* fnn^ifftr 

irtfiritaPffrf am s ftwfrsi * 

sfam awfam..-* ^ g farowt m sgta* 

amffc ftrm *ro; tot— 

*Hmm‘ sh' ftrwftrfh fem i 
wreraftraf mm' mm. *»' 



jr mtiwitwi' ^Frra. *irawR ffNrm wacf- 

9 

wmn* ffiiwraL S^TOT q< «r TO^t 

9W JPW^ SWi I <W 
*fo*fakWL ^fofew. JR! wtaflrftHR, ^ftarsrfjr wraj &sC 
ff sftgfjRT JnftrR* ^ 5pfa‘ =9 if^JI^I era: 

sffiRtsfo war %2Rsg?nTRi* ^ wra” i ^q%sftr-wr w 
frrgriqTg* atawsraiju "ftw wi >airo^: t^r 3#^rau 
•tt 2% 3'wrftsift ^ sfifr 5 a aiifta^ 1 3if*re wt ift jttto 
3 ^ira. TO ^x05feS era—ta«TOr! ^ TOW « 

a?sRT qjfsra: afRT?frj#i to—TO efcrcqfr awrara^j ( 

«tNY ®wm : ) *rm tr«r *hto 1 ami *f«ra: srfa^ ^ra: 

TO 3^nifqdT^ SRTOt *fif^ l^r TOW i arfa ^ g 

TOW sftWTRr- ^ ?f IX Ml-fT^Trl- itffa *fk»fad: 

TOfa ^fr^: 1 ssm to—tot^fHito fW^f *fa- 

SRTRi: *TOU S =3 TOW *fifm 3^$ sqT^fr 5% 
qsfd—tfTTRf ^rftFU I TOPP fiFTOP I SS TOTOt 
V 3 STTO fiWRIsfos: TO& I crT^T= W W! TOT%PJTfg- * 
TO rf«H eTT^^r: *tSW v^rfawf^W S5$TOT TO^TOH , 

TO TOSH TO: jfrTOTO-% <R*. STO TO dTTO t*T 
TOW WWJ TOTOt TOW faTOrefaw TO rffomfeufi 

eraiR: wra. ar*m farorafaTOC. vrrftwiH arsft 

ami fTOroftrs wttfttg jftwros a^rot * 
^rfq JTt$ «TOR: WRffa TO: I 

cwrfe 

aw swft topto* aftitfwwL t aisHWfTOffaTOw^ 



5prf^ qmqwfa wmaTO i I fa' 

3TSI «rWW‘fowi«h f T!TOI. TOW aw: "fom-dlVlW- 

fafeH,” ffe ^terror «rft%=i fafarau aroro fan bito 
faw* a; i fntsp ww «rc‘ to wto: ^ smre; ww. i 
mtft ?fiw sp m w* : *f 

faq^T QRTfta: I f^ST aflFSJWH. ^ STsfap t 

era 3W* o rafWt»ra g % f fore+rai - 

"terafta qfaqra f g^dwr^ra^rap* ^ 

i^hi-ftsf $Pf iTW i 

^TrPrra^T* *1 f*ra*fcf =T tfSRhTfa: I 

?w<iR$w£h iW ^ mmC u 

Eng. Tran.—The Subject matter of a Prakarana should 
be an invention of the poetbased on human beings 
( ordinary mortals). The predominant sentiment should 
be Erotic and the hero will be either a Brahman or a 
minister or a merchant (at any rate ) of the Dhira- 
prasanta-type and he will be devoted to the performance 
of Dharma (piouk deeds) Artha (acquisition of wealth) 
or Kama (enioyment of pleasures) which is but transi¬ 
tory in character ( or better—which is to be beset with 
difficulties or confronted by obstacles). 

Example of a Brahman hero—as in the Mrichhaka- 
tika ; of a minister hero—as in the Malati Madhava ; of 
a merchant hero as in the Puspa-bhushita. 



m ifah- ^ 

Text—i qrflm rntfo, %m sirfa m 

^r SUi^rag i cra^E^cfhw: i 
m »* i 

a 

ffrf** l §5*5fr ssnjf^ I 3 

TOFcR^* ) I £ 3Tfa ^=^fe% l TOWSftlWra: 5TO 
TOW^L ( [ wm> SRrf T[ TORRR] I 

ftra i aw swRORcrt *nfw s^fa *e%r 

^ sra*3t pssrr fg rgRT ^Hfon topi q^fan sn 
iTTlW SRfa I f553TT 3 TWPtTCT ffrf I SSFcfT 

1 ( 3^^% *% wte ) I tpST TP ST 
3 f«5nwn ^Tfa *sfts^ arfa <tt gwt '^rr Jrrfro 

i “Sftftefa: i stew sfNRfH. «rfo 3 r” *ftr wt i qftsWi 
*rf<TO ^wfastar %® r h-~ 

^‘—aTTftRwrftcrr fanr wfl«?g»irl^idr i 

S5*J% Vff^HKraw; 4 WR ^ arrRt^ \'> 

%w 3 “sfter ^aranasT wm: swFrorw " sfa 

a^n^RiTi a^ ^^an?nftr--^ft?R: srecSt irw snftro 

sqrfaqsffrH 5T fryrcftjWt qTwfirer sTtrersrfim w<u 

• * 

f? 4ww %-5>rftw 3 fbrr % fsesfr irftrat erori *m 
inftret *rar toret? (<roRtf ?% ’#ra;) i few sftra. «%h. 
«n sw^gjf fsrarrim^WT »rf*irei g'lp :rrfti% 
jptt i ?ra janpT ^n ewr ^r ^R^rr ^ i 

sRitp infiro^^anfsigj aw mm ?pp fcin *ftsetr ! i fawn 
srrftwn wwi spsf smtf, i^jpn «ifawr «it swm 

WjffRof 5 ph ^UnwiftHtHHur ' ftrw mum^ ir*fa 



w 




ftrfWt i asr 

5PFTOL 3 fM: OT! 

^WRS <wf fc*T BRPBftt $5*% 3R:, traf g K F E K r ft S% 
3tfftq^T smm: 1 dldta 

3R: ?TOT ft§3! ^ c5 qft^T* rn f te%Mf«qsn - 
«r^«rfra: ^s^mrf^ smtsfa sm* \ te%K i sKWI 
agro 5 gift^fo^ gcfft 7fte£% ss^i ft 

t ^ w°r #wi- 


*g?3 M4^i 

fafas^i 2 pn srfofi: - d^dwift srrfaf y 3 
f^ 5R*orfafa” II m ^TTf^ I “fsRT Mq 

5w btot-* am ^hrfe- 

8Rq ttvm ^Tf%r ^ iz w^IWi^k 

srnjTR *gfa)g$ *fr aft fNto «fif*ra: cf cf fMni ^f^T 
ewfton 3 ^ I l ^rafowft$*i ^ =TT3% 

SRfl^f SPB^t BTf^T 5pft^ Wd.1 3tf ft WP T % — 

“sra ^fti m sftgft:— 

&w>wigRfrqfr totot: wKimm ^m- ufar: swftw- 


wr^Rr: i atfaq 
ssstftafaf w# sqft 31 


tpq- 


Eng. Trans.—Somewhere (i. e. in some Prakrana ) 
the heroine comes of a house-holder's family; somewhere 
tbc heroine is a courtezan ; and somewhere both types 
of heroines are to be found. Thus through it (i. e. through 
the variety of heroines ) the Prakarana becomes of three 
types; and out of those, the third type turns with swind¬ 
lers, gamblers and so forth and also with Vita, and 
dhetaet* 



(The examples of) a heroine coming of a house- 
holder’s family—(as) in the Puspabhusita ; a courtezan— 
as in the Taranga Vritta ( Tarangadatta etc ) ; both as 
in the Mrichhakatika. The remaining characteristics 
of this (Prakarana) is the same with a Nataka in as much 
as it is ( essentially ) of the Nataka characteristic. 

Text—fftp i am *TFT: i 
fact — l 3SR5TTH* I 

Eng. Tran.—Now comes the description or definition 
of Bhana. 

Text—I Tim: I 

W&m fil^prs II 

«THlfth5T^xh*t $^%WWrfocP II 

I cT^fcT- 
*TTC*ft II 
r ^ u 

ifrfii wr iwRwfo y^ r g^gfK- 

^ ^hTFTJ^W^ai^V 

srpto (1%:) i stfftr t ftra w fo ffWwfti i arena r fif 

ferflreflfai gftawgw;:i 

ftct—I STfRT srftFSf ^ 

Ww HiMEJGWWPP W w«i I wcl <F1MR 9 

fterrt »n *n«l ^nwt ^ toRrarfast *n»n <ft«P 



piftfci to :1 tot fafrofw TO ro roft i mm ppf 

TO a cTFKP I ^'p TOTO ftrfWTOf 3?^*TRf gq qt fai ft 

TOP W*R ^ftTOL TO:» cm TO* t£S t*T 

sfffep&U arfa ^ fagor: q^far froaq r qfasci: ^rf^rar«r 

P^ TORTO trq gf TO*t SPBRI^L 

m 3?qr^T 3T a^cP* ^ fag: SKmft^l 

aref fa a pt^h?* ^ *r» 2 ^fw- 

sm^st fag*i: qrfascft fag: i ^ t^r fag: pf^r* q^* ^t 
gwkcftfa srfwi cff! gqqoH fawwiKH. prfafa qgfci— 

>3 

TOtepfrfafi ^rrftFrr i TOTrofacisTO 51 m 

aroqRJTM: psfapfa gfta^reft gTOgftfa f=^l 
to sfafasfagj ^r fa am arprarnTfa^r* qpro 
arorofacrften qm^roirfriiffa cjr«m, m<rm\v{ 
TO$m 3^3^ p^ ?$m g^ro^ gx^Jcfa 
$pf<U “t^ro ^ gfasisjmp: ^i^KmirqcKKfP^itfRq^ 
TOcfa’fa srffo: I arf^R WteTO T£T TO-^fap TO 
*iiFKPl 8^ “*m^C ^ TO effap *2!TTO 

*n to si gro i g^i* fa tqfa%g-"aiprepm[ ^*350^ 
aWrarafte^rom cm to ^fafri 4 to^W 

3 gcUTKWL *RftRT ssftro* 1 ^TcTJ^ *fa” I 
to =^rot irftgf *r^ tost-* TOfftar ff^roro to: 
■fcRfacf: PR l SifaRfaR wt tfarft gfafcfa TO% l c TTOf 
*r^ cm gpgter: famwfN«a fc^rm.« 
5faqro*crrfa pr tp mpirrifa <m sRftroTfa i to 
top roRfr to to* srofr to tot- 

ftw 



1 


tos 




Eng. Tran—Bhana deals with the exploits of a 
Dhurta ( a cheat, a knave, a rogue or a swindler ) ; its 
-essential feature is the unfolding of various stages (of a 
Dhurta). There is a single act in which a clever and 
erudite vita describes on the theatrical platform what he 
has experienced or any other experienced by others. 
Questions and answers in course of addressing one another 
should be put in these through the Akasa-bhasita system. 
The erotie as well as the Heroic sentiments should be 
expressed through the description of good luck (or 
amiability ) and valour respectively. The subjeet-matter 
should be an invention of the poet and very often the 
Vritti is Bharati, There should exist only two sandhis— 
Mukha and Nirvahana and all the ten angas of Lasya 
should grace a Bhana. 

Here (in the Bhana) questions and answers should 

be set in course of repeating the statements of others, 

couched up in Akasa-bhasita by himself. The erotic 

and ths heroic sentiments should be expressed through 

* • 

the description of luck or amiability and valour. Generally 
the Vritti is Bharati, (though ) somewhere (in some 
Bhanas) Kausiki Vritti exists. The word "Lashyanga" 

here stands for Geyapada and others. 

Example is—Lila Madhukara. 

Text—i aw WPfW: I 

ftfd- I 8W5TT 2CT3TTH WG WTO I 





q Tfi ggwfa 


Eng. Tran—Now comes the description of Vyayoga. 
Text-^sfa: i WWt* T- 

»H> TOg f *K l fe KP II 

TOI«* i «■ 

rwIto fWr sn *p i 



ffrrn to yVif^i^iH. i 

ftra- i wigro% stftiFt 3OT : sqpftn: 

I M* ffe 8ft ^t%fwfacP I 3?WI% stfr—«TOWt 

I ^IRf sfag* glAftrovfta: 

WcrtftwiMta TO 3R3P T*T stoV : 5WT 
^R: %f: TTR ^%T#*TOL I am* TO *FTO 
"srofar 3T5TI To Slgfvr: if!^: mfm' WFL TO#T: I ts^ 
wttor:— sr ^ TORTOfW* i 


aw *nro i to <riri^t 

smTO&TTO fcP” f% I ^#ft»lfoKW 
froft* ftfSrU cW 5TTTO 5raiFT : g^ITf^J *%§[•* *TO. I 
b ^ *>tesn ? aw* «T3%— mfk-- ®w frot *t i g^mfte 

gfiKKIgfa S-* ^T I TO—Slfest ^T 3CWfq: ( TO 5*RP> 
BTO TO *WFfFt W: WFU aifasra^^wfa- 

f^afr *t snro mfcsa ^ ^ i TOfi[ 


toto’* tftn 

B?ftw fTWOT* >arTmf TO *!HTRf ersjfTO T Wi t 

^ WT ^Nt ^ "Btsfq- wwft aufter tou ttif arftr 

tpi* cW <?**13L 21^ I TO% :t tmi g 1lTOE«T*•’ , t 

«w ftwwaL otj *%—otr (terr 



to* rft^: 

®r ) \ wito sgRfr 

w eiq^r— TspmyUmr. i mt* ^ tpwit 

^rpftn: P^r^d': T 3ft Wfffflfrr awpRR' f*UZ- 

*mq 3T3 33TC-* ^forci: I 

•9 

Eng. Tran—Vyayoga bas got fot its subject-matter 
a well known incident, with a seanty number of females. 
As regards males, there are many in the Vyayoga which 
lacks in the two Sandhis—Garbha and Vimarsa. There 
will be only one act—dealing with battles not. originating 
out of a female-affair. Kaisiki Vritti will be conspicuous 
by its absence ; The hero will be a well known figure, a 
saintly monarch or a Divya (celestial) personage of the 
Dhirodhata type. Any one of the ( nine ) sentiments— 
save and except the Sringara (Erotic ), Hasya ( comic ) 
and Santa ( the sentiment of quietitude) can be the 
predominating Rasa here. [ For 9 Rasa, see ch III ] 

Example—Saugandhika haranam. 

Text—I m OTTOf: I 

ftra— \ wgn mim to i 

Eng. Tran.—Now comes the description of Samavakara- 

Text—i OTcf 

spfrsirsd n 

V«fw«n; n 

Wft 4|4 < i H wn> i w n 





aft«nrrfa *r <T*r *nfnsi \ 

nww* ftrfoaTft ^ ti 



j %\4>z\m feffaw: i 


^ ^R T ^ fafrTO > SW^TOI* It 

fcfftaftt ^lsfaG[fw^ <2rftu% II 
?nfW i fo^RF^ ^ 

•Ui^ThHfcf^ f^TOojft II 

fad—I SWTO% *RW$TC 5% afog 3 Id* 

ffd^ ?ri3^f ««n^ #r ^rm^ud gddTftwp =^f ^ 
5f (^f^f^Td) 5T ^T fasT^ 1 dft fTdL 

I d?! fafsrmrf : *FW I fa*RRrfa* 

3^1 afapm *W 3»falTC: ^ST?: *FW m^\\ fa<3 

<rrfcT w: i m w *w- \ ^ m*i wmi 

8TfHt *{$ 8tf«nf it g^y^TOsn sfag<swP^r- 
Pw^dlH. I Wk apc^t* farfani* <id)ql* =3 gsj: t*$: 
TT%: dfcnfrcU feffaTff *Wdfc^«TT <frfaTf =3 
* m mw\\ 5T^OTT: iiw tfljs-d =g ^ 3^mi: 
^qm^rarerp i % % ? 5OTdi: afosr: ^*nw 
^ d dW^T: | d?t gJ^TTJTt STTaWfff WS' £*W 2«R»^ 

^1 d5f tTcr pn: arft S?1<n 9rt%55RT:-3I=% 

**imm fa% :| 3T^ f?w : *Fi*bfti*yis- 

araqrsftrft drewsfdqn iftn 

<WT5PRR>: awfa iIR% fcTCSfa cWlfa dEE*^ 

# JT *rtdini trsr* ?pft^r aftoonfa qrft q«*T^ wW- 
dTfa aWIBTOf awfaW cfd OTfift g: *WT afsft I TO ft 

ld^-«flwfa awrero* jwfa ai^r awn tpr* * 




^iwra(8^: sfaflijq 

*&HTsrcisfa ; (s^:)» ^ ^ 5# s V arft flrfroTfa 
CffimA' «#g: I atfre SHPWR: fe^ZSTR! ftpSTO: 
ftlfiwrj TOP I TOTTO f^*ZWR: I ftrfw q tf ff fa ? 

sraftfcp cj*n to^si *zirrc‘ qp qfe i am fqqgpr 
*T^Tp. f^TO^T I tfW fcW2: qtp ftrfW 

WK* *Tp cn^T* I TO9? f^cIT «rWc|JT q«TR I t^f 

^rt^to 1rr%q: t fafqq: f^r: criers i 

cTT^^cT: TOW* fatft ffafasq^of 5IFtq 3tM£ I 

qrfWr (snfe^T «n) qfero^frfiRcT : to: t a?^ 

rt «fr##i ffen *fw’TOSi strife 'r i creiffoiMqrt 

^sfr^wg sW^araC’ i gfp> fe^qftftw: to-* 

affiF* ggraftfat TO: Jq: I q =q^Rrfe— 

fRfteqFft I xrq qrfw I STTO q feTOgffi^ I 

Eng. Tran—The subject-matter in a Samavakara is 

a well-known one—being relative to (the conflict of ) gods 

and demons. There should remain all the Sandhis— 

• * 

except one—namely the Vimarsa, couched up in three 
acts, of which the first one will incorporate two sandhis 
(Mukha and Pratimukha) and the remaining two 
(acts) will take one (sandhi) each. There will be 
twelve reputed heroes from amongst human and celestial 
beings and to every one of them will be alloted separate 
function. ( i. e. every one of these twelve heroes will have 
an individual object), The predominant sentiment will 
be heroic—with all others—inserted therein. There will 



be all the Vrittis but the Kausiki will be scanty (1. e. few 
and far between ) and there will be neither Vindu nor 
Praveshaka. All the thirteen angas of the Vithi may find 
their proper places ( in a Samavakara). There will be 
various metres the (most) important of these being 
Gayatri and Ushnik. It (Samavakara) must deal with three 
sorts of Sringara, three types of Kapata (see next ) and 
three kinds of Vidrava (see Tikaand next). The topic in 
the first act should be finished within twelve Nadis—i. e. 
four hours and 48 minutes ; that of the second act will 
have a period covering three Nadis and that of the third 
act two. 

Text-ffa: i rffi— 

/*• 

ffifaqWT teCFrf ^ - 

/s 

English Tran—Amongst tbese. 

Text—I » 

i wsgmM anferora- 

/s rs 

swan? i t wngw * 

jwn* tj* • * ftwr *5n|: i i 

ww< t fr % «ns»ffs«rfs erterfafa wmrc: i w wtj- 
iwmi 

ftra— i swj Ifoyw i fo. raras-*mf>l ssnfiran 
faflw ot wwsrt stfra%i m K mt 



h %ak ftrftre: >2im : i crorffc 

smfesm: i a ^ *fen ? qr reit fi r ifo T ^r- 
ftrf^RT g? fotfrsn* 3?f£n stmM^ q* f*i: >om: 

OT>23m: I <RT^- 

sftgfo —3 ^€TOftq^WTcJrf^ra‘ mm ^it i 
gRrf^ ^q^ f l&frs^ ^r>2irR : -^cT i 
q*r‘ 3rfenfiT^«f^cr: 3i*tasm : i q*r‘ sis^Fr- 

>Z3fR : S*fl4W gfi^TWr fcP >SFR: JERWR: I 


3R fcT^fZ* sqT^:—W-* 


I wfafw-*?ITOTfTO I 


ff^RF S =3 ^T5Tf^: ^ STT^F I rtf ^-* JJTH : 

ssm:i 3R fcrte* - fas^irf^Tf^n fatfw fen 
3RT l<r: fcf: I 3fe|: Bffeg 

5njfafa: l %cR: amfafa: I ^RRfN: *mtfr 

sFffftn I 

3R WWKd^Ri: pUlf% 

p^st: aprf: fe^T : 

ffa tRq'M<"M*te I cRI £SRil *RT flQJRSW^ I 


Eng. Tran—Sringara is of three types—done with a 
pious object in view (dharma), performed with monetary 
motive ( Artha ), and urged by passion ( Kama ); 
Kapata, in its part, is natural, artificial and accidental 
( or pheno-menal)—wheress Vidrava is effected by the 
unconscious, the conscious, or the sub-concious or semi¬ 
conscious. 


Amongest these—Dharma Sringara is what is resorted 
to without any conflict with the injunction of the Sastras; 
Arthasringara is what is betaken to for the acquisition of 



wealth ; whereas Kama Sringara is what is done under or 
with the impulse of passion. Amongst these, Kama Sringar 
should (necessarily ) stay in the first act; and as regards 
the other two, these is no ( hard and fast) rule—So say 
(the authorities); by sub-conscious (?) (chetaneachetana) 
elephants and the like are implied. Samavakara is so 
named as so many topics are dealt within it. As (an 
example of it) Samudra-mathanam. 

Text—ffa: i w i 

W1IH* STR 

Eng. Tran.—Now comes the description or definition 
of Dima. 

3# ^rssnfii mr- i 

TOKtS^T 5Rm ^ II 

?TTW 

^Pf^RT^rn: II 
frPr: I 

^ SIM5W>Zill<*f5ifcn: II 
ffa: i ai^T^ra —) 11 
far— i fore* snrafo > 

far*- Uqflwiwri 

fn^ni wreftpvrj mfc Mtgfir:—"aR?an?r- 

§ tar- 

IWI” eRr^^WWLll 



*re : \\* 

Eng. Trans.—Dima has got, for its subject-matter, a 
well-known incident and it is full of movements or actions 
replete with magic, jugglery, battles, wrath and confusion 
as well as with eclipses (Solar or lunar)* The predominant 
sentiment is Raudra ( the wrathlul) and all others 
( i. e. all other sentiments) are subsidiaries of these (i. e. 
they act as subordinate to the principal the Raudra— 
(being themselves incorporated hither and thither). There 
are four acts—but there is neither Viskambhaka nor 
Pravesaks. There are sixteen powerful heroes—themselves 
being gods. Gandharvas, Yaksas. Raksas, Great Serpents, 
Ghosts, Hob-goblins and Pisachas. All the Vrittis are there 
except the Kausiki and all the Sandhis save the Vimarsa; 
six sentiment there shine ( appear ) brilliantly—the six 
being the nine (sentiments) minus three—viz Shanta 
(Quietitude). Hasya ( comic ) and Sringara 
( Erotic). 

Here the example is, Tripuradaha—so says the great 
sage Bharata in 
^ forcfc spfrfop’* \ 

Text—ffa I I 

fire—arq WG l 

Eng. Tran.—Now comes the description or definition 
of Ihamriga. 

Text—l fem t srtftfrfa: 







sroreaftpnjnft i 

tswrol s ft^[<ihl«l'jfl II 

^TSTKWKwmfl feferi.fafe<i, s r q$ii)d n 

<TdH>Wi<H)l I^cJJT JTffff yTfa I 

gsflTrffar qi syranfwfa it 
Turret swm 3?fa i 

n*fii^;ci Trarrsr ^ng: gy: 1 

5* Jgf JTTW ^f?fcT^ II 


iffr- 1 ftr^T* 1 


sfrterrw 

fo3Rnf^ : I 





3 ?^: 
^T I 

1 


SlfsHTW I TcTO- 
?rmt w^wn*^ 
w fg?Rte- 


fim— I t^T^T 5fftra« ysfafa-fffW 

tfp?i ffa simT yfassr to *2*rr^ mi<i cftom 
yy omwi &*&{ sn^RfPd «tt^ a^iyy^ m arfwi 
3§q% tf^ ■n«l.«fe ^rq% fft tfT^: I stf ^ 
^T^TT^n fysjiTT^n |y: OTP 

*2*1: ncBTT frrf^BT yft*R S I S’ffctffV 

cSTR TO ^ WHCTO* I 

fl * $fl^ fTOTti: I 3 PF sr&Rrav *SI«b1 9 Rf^ ^53^1 

3rf^4V arfomw: m Gw$t 4dW > q wwftwwO ' I 

sRrfi^t yryrwt *^tt< srftwi^sftr <n^fr ara 

ftURt arrf%3T I a*nfi5 *ft[ 5^: 3TTO SIR $&'• g ft ffP ffft 
*^RI t^r #3L ftpaffrlW SIR gl| SRgf g ft w wO tfftfr-ffe 
*WWb <RflL *fe <RS1 y«5R 31 ft erfa 



*rft ar i 3 to: 

•fir^^i emiffc sfRararreef -"AwspHraroefr f for^foEu^Piq - 
*raf5il f'Wf^K'fes?q” l TTcf^FRf 3 

#rk q«rm. fqqrcfiparfa» sft ^ W TO Tfe w nfl' 

4hft 1 am <ft ^ qtteft ^ ^ m$t afa- 
srfSTSh ar^mr: srftwiW ^ ^^^*^qTc^; , 

y&m*l giwFm ^ftmfcratem. mq^ snf^ ( 3 ^ 
cmwft q^*ft ) l '3i^Rf< Wfltfreift S^q>F%3T*ft 
amfe ?^q%— ,# 3 wt fqqqfaia. afg^fa/’» ‘ m sfammem 


arg^T^m*. ifimrfa - k fqa 


r fqw q^fars^ 


arf^^sr q^TWR ^5 ^ I nftRW^WjC 

5TOWrqa*a 3TOm*TTaT qgT W^i 

arataFcfr^ f^anftro* aa-mma^ arqiKTfqai ^n5r#wr 
(aw 3?Tf^tT5^i gswrfq vm ) 1 aa ^sicj; err arq^ofa 

arfacOT qTOTO 3RE| qfcHT^WJ ^a TOT^ 

^ssroram ^frurororo^ ‘M^’’ a*w*iw’ ^5 wfm 
fern sqsrmu 


am ^rrr^ arrow *iq a 3 stitto 1 a a^ra— 

«3?«ftfq^5i^ffc^ arrow roamm:" ^^rrrf?^ 1 aft* 
3 Htftrar’ aft furrow: 1 qg ‘^It aratf^af *W 
*W mT^cW rnf 3 am ar^fa^m" (arfer^W 

3cfcr qfc^) 1 armrm—*rf^ tfa qfq^fter mfrofro =q 
f% 35Wfm5T a WT^ aft a5f a STCF: atfq 3 5RTRWW! \ 
am 'ariSrt^tftjf ^rr%T 3«m* *ufta* mi 5ifaaw% fawmi 
m fq^fH^rw rfo: m 3 a mftwfmar ftmssftfcro mfa 
mr m iftn fmfcmm, a^trom —tof am *pmrora qq 
v* 





*T 3 ^WRi I W W% 

<r‘sj 3 snfiwftarar simft'si crft ctsttPt <pR*tre! sir 
JOT fop WWI'-^! 3RT <fiHfj(+|i|‘4l RtfiPElfoWT tpi 

v$ *pnn»mp, d ^ 5rsrra*mp 

8 T?q^ TTq qifadT ^Tteq- q*ZJ{ BR^Td^l 

M ' dWMW^ fodRqfd I mrft aafTfa MWfiT^fTI* qdT^finifa^ 

m arf^er? gw qareraiw i [ d*rr% qdiroiqsBd? drra 

w^m^si scroll • *w *F*ft fro? ^T 3fTq% ] i ara 

tfT# fiRT* wffrn: drflT iRT «FT ^T 3331: 3*R*TTdT: ^T 
35dT: tfr<t 5 dP a?fa^: I dg ‘Rift smrfaf 1 ^* 

qcIPfiT”—qvjT ^mf^l 3M gjffa tTqr qfflq>T- 

dTTO I ftp dM*dkP§ ^ ^T qTOTdTTO: 2 3TTC' qsfd 

g#—q% i qmqvFnw^T=q ^wiftwiwl fflf^ri 

q^T^TW: ( d*TT %lkWdf$ giffalW ) q«TT 
sifeTTq^^nqft«ppq qawwMq»i! ( q*n sfrwrqfttf nq°n 
STfe dT W T^qqcSTcn ajqfhj^: qrft^RTqq»: fodT*: ) ?fd d^f 
ftrftsm irq q$T qTORTW-' fed# I dg “^dld- 
qsfTgsqC’ ^Tft[ q^r?r ^ to% i d f^w: ftwr 

amrfq dd& 2 3^-qWl‘ dd^ aidftd dTd% qftR[q% =d 
ScUTRI 3 ^: 3TTddd3TTd: diMfrcRdldd- 

sqq^tq qfa ftfd dn<u 

*w tiwpigi TO^fqqq^ ddr a^ d^iin , ^f^r qdid* 
Arercqfd—qt 3p^ gqj r g drarercr: I^fft : rt %q trq 
a*d ^d; dm: sfa eng: qjqqftdi gftgftdft 71 ^ 
%d irq—qqr dRWltf ^ft^W^RTfds” ffrT I qd*<Fd^d 
ddT d^RTl^ c< |lT?VQ damgSlfd^fa*?* l” ^ 



TO* 

«TT§: «Rt tWt $3 TOT sftgfa- 

*fa to arm wmirtf " ft g m^fawtmMgi g i arfa? 

f*rarm mr” i cig fei^a t*r sttw *?m#fci tro 

*ro 1 *frgfa : mnffiw mro tmTO.^ 
arawpr ^ gw ^pfr ot*?«r tfpytafa to 
%mwr5T fern aftn: r SBRft w $ g*ftl*a * 

f^5far: I 

Eng. Tran.—The subject-matter ( i. e. the story ) of 
an Ihamriga is of mixed type (i. e. partly historical and 
partly imaginary ), it is said to have four acts. There 
will be three Sandhi-Mukha, Pratimukha—as well as 
Nirvahana. The hero—and the rival may be either 
celestial or human beings ; there is no hard and fast 
rule governing it: but they must be well-known figures 
of the Dhiroddhata type ; one of these two ( viz. the 
rival of the hero ) will be such as commits wrong deeds 
in secret ; and in connection with him ( the rival), 
Sringarabhasa (i. e. Erotic sentiment nqt of high model 
i. e. improper erotic sentiment or that of lower type ) 
should be depicted hither and thither (i. e. hither and 
thither in an Ihamriga, an erotic sentiment of low 
model pertaining to the rival of the hero should be dealt 
with ) by showing him as desirous of (or intent on) adbuc- 
ting an un-willing celestial woman. There will be ten 
celestial or human Pataka-characters—all arrogant. High 



W srfiiww 

wrath (in the hero of his rival) should be portrayed, but 
(actual) fighting should be avoided on some pretext. 
Grfcat persons—even though doomed to death should not 
be shown as killed. Some say, on the other hand that 
Ihamriga has got only a single act and the hero heroine is 
( always ) of divine figures ; others affirm that there must 
be battle arising out of celestial females and there will 
be six heroes. 

The word “Misra" means (i. e. by the assumption ‘ of 
mixed type v is implied ) that let its ( matter ) be both 
known and unknown i.e. partially known or historical and 
partially unknown i. e. imaginary. The word “Anya" 
here means ( i. e. the sentence “one of the two “refers to ) 
the Rival ( of the hero ). Pataka-characters—belonging 
to both the hero as well as the ri\al will constitute ten. 
The name Ihamriga implies that in it the hero hankers 
after the heroine—who is difficult to approach just like 
a doe. As—Kusuma-Sekhara and others. 

Text—fftp i« aw 3?f: i 

fm~ \ aw am- 

Eng. Tran.—Now comes description of Amka. 

Text wy. l 



W' <rf*aN* *** 

yiww to' n 

ffhs i %P«t ®rr «»i«itowi *4 M^i%<i&fe*if- 
qwRH sng: i sp^ 3 fWrron^f^i *fa &&&- 

**£’ i to— i 


ftra— i ^fewi ^fcT 3if^T«n s r fe&gi q* em* 
TO I 3 M TO* sfTjrfei TOTO =* 'TSiTc^fh’ wfodft I 
srasft*I|T WS 3?f: 3*ro; I 


TOi ^ Wl BTTg: I ^TO,^ TO- 

*W&t TOStenp -fefeff: i irg to* ^ $4 a^sfe- 

-^TOTOTcft 5IT3SR— 5HK°W&ftTOL 
BTTOmWrSf %1h TOfT TO qftedron 

TOSS? 3ferNtTOL 3TTO TO! 311 ?fcl 5T%g;$q ^TOl ftr5ta‘ 

zMv&l 5TO : > ^ 3T1^ dqftewi 3TTOT 

to«t*% ^ ^rwf-TOft ^iw 

^TOL-““®ISft»lt fft TOTOWdll^^TO»C f% I 
TOTOlfa TOrfrT, 3^ 3^ flct %RT: fTOL 

T^r 5grUTfro|: I TO 3OTRTT 3^TO MtTOT TOWnftTO 

wwi qfwrftr*£fti a i “sufWr 

*ti$jto TO*fr «tt -4tfKq^«?nr«fftr’* 4g4ffi^W i 
fa*ro” ^fti wj gR^sffeqs^i^ e?i$ffcr d^fe^n ; i to? 
TOW* TO 5 lfiTO I TOffo I 


Eng. Tran.—Utsristikanka otherwise known as Anka 
has got only one act with its heroes (or dramatic 
figures) as mere mortals (or common men). The 
predominant sentiment is Pathetic—exhibited in the 
wailing of many women. 



The story a well-known one should undergo develop¬ 
ment through the poet’s imagination, The Sandhi, the 
Vritti as well as the angas ( of sandhi as well as of Lasya ) 
will be there as in Bhana. 

Victory and defeat ( respectively of the hero and his 
rival) will exist in it, but the fight should be only in 
words ; and there shall stay a great deal of self-morti¬ 
fication ( dejection ). 

Some say this ( Amka) as utsristikanka simply to 
distinguish it from the Amka ( act ) inserted in a drama ; 
according to others the name utsristikanka implies that 
in this Amka—there stands a different presentation as 
not found in acts of dramas. As ( an example of this 
is ) Sarmistha-yayati. 

Text—ffa: i m qfaft I 

ftra— i m ifaraiHT eftsfr* mifa i 
aurrfa—rnfa ^ ang# i 

Eng. Tran.—Now comes description of Vithi. 

Text—I \ 

?%:i <TT I ^rK4fRWT- 

mw- 



TO 1 ^ 

fm -1 ?TTJ3n 5t%$ tt^ tt^ srff^sfh 

^ 3fR5J$fa«3lifl *T WZRWgfamfl STT 

3 I 5 ft an 5 TRpBt wrfe I 

Eng. Tran.—In Vithi, there will be a single act and 
there will be a single hero of any kind ; and he should 
produce primarily the erotic sentiment as well as others 
to a small degree, having taken recourse to interesting 
replies through Akasa-bhasita (definition of which has 
been referred to above ). There will be two Sandhis, 
Mukha and Nirvahana—and all the Arthaprakritis. 

By some one (of any kind) is implied—one of the best, 
mediocre or ordinary type. It abounds primarily with 
the Kaisiki Vritti—as it is teeming with Erotic Sentiment 
( ) i 

farwfqtft i WT' ^ qfr«n^fr^ shrift stwt 

faffoplr 55 STO ^ ^ 3 RT f^K : — 

g ffcf: I rn 3 

I STT^TTg ^Tf< SfSTTft—aiEpnfc 

SfSR =3 | m 5Kt=2RT 3Tppf ^ 3TKT%* 55^3 I fTsft 3 m 

» 

e5%m » SJ^W* 3 I ^ *sfanTC 3 *TTfa flqfcRT 

efirrfsf ¥r=rf^ 3?Tg^Trrf^r arfa tg: i ^nrf^ q^q%— 
rf #b*n$ f<qr 3 ^ i trsr* ^ m in*r: 

d<tMigw>rw g 3 sf^n ^ 3^ 1 

5 J«TT 5 RTqT^ 3 *?*nfa 0?fa a^fii *pTOWfq‘ qWfrqTfa 
1 qsrnsw* 1; m 

ffo—^ 3fT5&l eftwifa w- 





5RT®n fn II 3T5T ^T5I?r*~“5R5TW *T m Q' ’Wft^TRT SPPT- 

*ri s#nlcRr«r^m 4>«jj i n fa i” wwi 

ot qwfc widr^^f ?: ffa ftif^rT im w 

^ k i* 

stotto^: (ang^r.) i otto: ?% sfftn? 
sift *pmrw* qtercfa 5m ‘ *ft*nFTft ^ 

wartf 5pffa$r 1 ” 

wit ^ s foufl r ft r 1 

Text—*5fa: 1 8OTmt^TOTft[ fa%rfcr l 

^snsroraftr^ suffer *et’ 955 * 1 

J|Us^fe| ^ I f<7$» I 

OTi?ic5TqmiR--^Tf?r ^ xTTfa 311 
1 3cT 5rerFRTsrerT^ tfr^T^r* 

, r ' 

?yfer% 1 

te--»m?M k TOT ^rt sfaft am tpr *rnmfa spft^r 
amrfa—arcsrrfa tt* arwrf^ sfoft aror sftcsw 

*TO?I xfffc J—OT*TCIV BM&focHt ftpifi', 0353*, 

2fT^%fc5:, STftlTO*, *1*^, am^rf^cn^ *lf<m, e w rijw t q s 
OT^ftr 1 ^w#w> ! wsfW =* 

aagwrfa a?fa ot^i arer: ^ wmi sssmg araft 
1 

Eng Tran.—The wise proclaim thirteen angas of 
this ( Vlthi); they are Udghatyaka, Avalagita, Prapan- 
cha, Trigata, Chhala, Vak-Keli, Adhivala, Ganda, Ava- 
syandita, Nalika, Asatpralapa, Vyahara and Mridava ; and 
amongst these (the first two) Udghatyaka and Avalagita 







have been defined with illustration in course of dealings 
with Prastavana ( Prelude before ). 


Text—*5te i fojt awt g is &siftflU 

f1 3 TCT -fsR 5 Jfr 4 ?T 5 TH 


I 

f$ra i ftp*.* TRqxR 3%q sfcwro. 3i^p; ar^s* 
m*Fl TO*?’ ^ 5 R* TO ffc! 

*fomr' miRi q<w<^fcfa to: sfa 

I ^ 5 f* gtfT: 

q^qror: i a ftsisFw stcsrs i' ws SBRfr 

mn fm^ocf$mqL scnfosRq ^*qq3#qftf«r^ am 

%sqPR TORtfa: 1 

Eng. Tran.—Prapancha stands for a comic statement 
in which there is mutual false accusation. As in the 


Vikramorvasi—where there is the mutual (accusing) state¬ 
ment of the jester standing in the terrace as well as of 
the maid servant. 

Text—i ftro vttgmwVrt ! 

#r 1 jpr» 5 ra* *rit 

‘tfrfafocrt =n*r I ?bt 
< im ^ fVIVn ?nrr i 

ftaSi era a affair) sicar? i 5 raa*i- 

<ii!H(*w jfrftRPi.1 “azift^ra»rfinnit«r wi’ sfa 

Art- 1 «jftrai*»rai iwaftwi awro w>g^|?fr: 
a&wfatar’ asa'tafappf *33 ftmqfrftwwi sftre* tfhwr’ 



\*c q rf faKfo * 

w Rn qqrfq ‘‘qfqsTqqqrqfRfq qqfa- 

fqftfNFS « TT^^l *T?Rl‘ qT f^TO* qRTfa ft%qq’ M qfa I 

qsrqft qqr—sftwfeqT€wh% 5fte% 

3«qqfo< STT^ I 3T?T q^q 5T$qqrqq 

qfrc^q qtfW—arq trqrq feraq. i “qqq f%m *m 
qSTf^ftffiqfaqq T^” 5lfTC3q: qst q ffa fqqq^q 
qrf% qfa sfaq qSTqqfq qqsrq: qSTq: i arqrrq -f^q^ 
qfa tf*nqp qmcn i q*;q ^ qarfqfaqqfqqqcq 3 q 
arftg <*r 1 qqrf^ qqreq& -“sjOrai*qiq%«iqqt 5 rq 

fqqqf^ 1 qgTfff qq q re rT: ^sf dfqsqd” I m ?m'- 
“qtairwpr qqram' qrqisrTq^Tqqfa’’ «ftft^qwqqw? 
TOsiraL<j«TO (ang^) qqT sr^fqrnq sq^ft 

#TOf* qqT - qw* qtafqg* qraq^t l qg qqt fiTOfqfa 
qtqiw i«raf q>qq qqT 3 qq* qsrfqfqqqRrr^ tjq 3 Tfq$$T 
qirfoq^l TRnq| f q3Tfqf^qq' qsftq qs: (^q^) 5 ^ 
qqT qTftqTfqq^q c5f$RTT:-qq TT% ^q q{$<TO5ftq 

fqqqft 1 qq^swiqwi ^q^qTfacRi ftqqR qqTS??t‘ 
fqtpftsq# 4ta*fia qfa%q qqr-qrTTqi^fgR^q 

qsqqrqf qr^q^ q^qqi^q qfc 1 fesit g**ro&fq% qq^iq. 
ferq: qwRgusrc soften: qfq 1 f^wt4^qfeWL 

qqr^raqq^q qqq. fwqq qq. f^ron. qfa *ftq*n 

5ft3% orfq qfaftgj* OTq^ l 

Eng. Traa.—Trigata is more than one interpretation 
(of a sentence or statement) due to mere sameness 
( causal or accidental sameness ) of the very words ( of 
the sentence). 



TO ^ 

As therein too-the King— 

Oh the chief of the mountains ! have you seen here 
in this charming tract of forest any woman—beautiful in 
every limb ( i. e. beautiful all over her body ) and separa¬ 
ted from one ? Behind the scene—an echo there ( which 
means and implies the following—Oh the best or greatest 
of all kings, I have come across a perfectly beautiful 
lady separated from you in this fine tract of forest ). King, 
How is it that he says that he has seen. Now, here the 
very sentence that is put up as the question is presented 
as the answer. Some are of opinion that this ( Trigata ) 
concerns only the three—the (main) aetors and 
another. 

Text—i 33J* i 

'TTVSWT TO TOT ; 

*r m si: u 

far— i faro* faro 3 ?ptt toj at 

P 3TPTT TO 5m: 

affair: crppr: faefrwf 5155^ 5t^ 2JT STO TOTO ^355fafa 

ssRfr to m 

vdtt pf to m an# sfpr fogcfrfa toi tow 
TOTfal 



m ft#: $w 

^fWwfa#: *rm: siatwr ^frfTFFg^ ?f **§*n- 

*ETt 

Eng. Tran.—Chhala is the hood-winking (of some 
body) though alluring with apparently sweet words. 
As in the Venisamhara—Bhima and Arjuna ( say )— 
Please tell us where is Duryyodhana that King with a 
high prestige, who is the director of the trickery displayed 
at the game of dice, the contriver of the burning of the 
lac-house, the chief of hundred brothers beginning with 
Dussasana and an ally of the ruler of Anga ; that Duryyo¬ 
dhana—who displayed his ability in dragging the hair and 
taking off the upper garment of Krishna and whose 
servants are the sons of Pandu ; we have come only to see 
him not out of grude (i. e. not in wrath ). 

Text—I ?TIf3Se5* 

fcjrfr arfiror qwisreiflwL 

9 $$% 91^ 3 03* JTW #spnrn 9TTf: I 

gft i 

Eng. Tran.—Others opine that chhala is the state* 
ment which is pregrant with the idea of cheating 



of laughter and anger and is uttered with a view to do 
something with reference to some body. 

Text—| fROTRFsft *T^RU 

1 % I ; TOT— 

fcrsft i \ 1^^ m f^n i 

^ fUmtl ^RTSRTft?: m H 

q^nqapsr § 3 ^ *r* a an 1 

4 n 4 *jaqfoistsfa ^ wm nfo 11 

%f^ arfe%fe: I 

3 RT a^TO t£ 6 g*Rfl£’ I 

fan - i nm wr qar %fo: sft?nfafa nn&%fa: 1 m 3 
sfTOgrfswn 1 amqn «fan‘—* 
g *H 3 Vrft 5 WRHW 

srafr 5 tt qffafa aimfsfaftfa qgrfrft: i (‘ 

?fa “f§m” wraj snTflT^fwfireicsn^ n ^ *prfem. 

*romn;)i sq^nn ffeitfHsgxftvi 
q sjHi nnrfasfaifa—^ a) siftprswr wrat 

aaffasffa-i 1 amqq sftgtora qq a^^r w qq ott- 

afaq^sfq qra»%fa: nrou ^ qsn-fasft ^nfa 1 

# 

m 5req^r^ ssRsga^ggii ret: qr^%fcs: 1 
3^ ncTRRn g q mafa 1 %fag qwr^^zrcg 

ffn 3n§; 1 n«nfa 


anaqq^i^r 

qror% -‘fafar^mq qpp%fo: fafim: a^fantsfa an’' am 
vrf^pBwm. sftr ™ fafa- 

«mV TO%f«: 1 f^ftsprf vffhiagfVRn: 1 cm ansn—wr 3^ 
^ q^Rfr— 




\c\ 




wrflraf zw# i 

^rrf^r: «kotwt 

%TcP qfal II 


ffiflWreKWI! 


wm 


m m«m <@nwi* 
I 3W 3<ffa 


*w O.’ • ' ' ' ' '■ " *\ * .. \ ' ~ c, * 

OT=^RffcT—3^59? 5I^TO TTcf 3 tF^ 


3rr^?F^ i 

Eng. Tran.—Vak-keh is the statement in which is 
couched up two or three (or more) questions and 
answers all motivated or urged by joke. 

“two” or “three” is significant ( signifying two, three 
or more )—that is, the term “two” or “three” should be 
taken in a wider sense implying two, three or more. 

As—Oh mendicant! do you take meat ? It is 
nothing if not ( accompanied ) with wine. Do you like 

f 

wine also ? Yes, I like it and together with harlots. 
Harlots hanker after money, and how do you procure it ? 
Through dice playing or through pilfering ; oh ! you have 
taken to dice playing and pilfering, also ! There is no 
other course-left for down-fallen one. Some opine that 
Vak-keii is the ( abrupt) termination of statement ( sen¬ 
tence ) that has been ( already ) begun, even though 
the idea has not been ( fully ) conveyed or expressed ; 
others hold that vak-keli stands for a single answer for 
many a question. 



Text—t STginfaTO* *RRI 

fftP I TOT TO TOTOTOL-«TTOWi I 
a m TO S^lTO f*TO*n TO4TTO1 1 

RTfa grorowM: i 

sb^bi!— eft ^ ar^rw l orrogiTi *§ sesi^t i jr 


mg— 


afRlt TO*srf^TOi*fifelcl4 3?fa: ftr ft F TTCP T— 

- c5t^3H I 

fro-1 ?T 3 *rr totot**t TOT^gffcr TO rsre K i fo 
^TO: ‘arcfasflfrfe SlfcTgftgTOL 3 ^ 2 T 8fRTO: l£T 
*m 3Ttec5* TORT ^TRT ^RF* TORI 
?^fr toit s*n^ftw% i 



^RTFfR* TOT WtaffTCHI a^g—TO aprarTO— 

S^ftSTORTT TOTOSTg^ Tfaijft TOT°I cSfa: 

jRftrcfa fa^iT OTiqro arofcj fraft err tor: qi^- 
sfrSTOU ?c3^~ptw “gOcTOI TOTfBIW* 3HRR 
TO*3TOTSR» =TT$' TOTf^fTOcqroiTTO: I 

Sf faTCR §H* ^TFTOTTOt- TOITW^ I Tf^l - 





Eng. Tran.—Adhival is said to be the utterance 
exhibiting or impressing mutual superiority in course of 
defying each other. As in my Pravabhati—Vajranabha— 
( This sloka has been already translated before ). 



Pradyumna.—Oh you wicked demon ! away with 
this bragging of yours. To-day let the entire earth be, in 
a moment, besmeared with the blood of all the demons 
and as such alluring to the flesh-eaters, by the shooting of 
arrows from the bow, placed on my vigorous arms. 

Text—i w* sri l 

% fa: I TO %TO ^—^TT— 

3prk‘ (i fa I m i 

f*TT“- I 5TFrf*W fa m mfaW TO 

fTO*4^ 3F2IT^RJ 

w&srn *tt q=q: tort %f$ sfansr’ 

stoj TOfe firaw* 

dtftMH." < ^T^ft TO fgtftqSf —( 

qro$feqtsp>Ri' i ^ m ^totrto i aro- 

ftrc* top*tto 1 *Rfrs 

q?«to feftro w sqrar-l q^vtol m srtoto ffa 

ftfamt, 3t^t% 3H anwmq m ^gwr^qqfH^ 

qra* qT fa<i i srfro toi% %q j toj. 
5% i TOff 3?5r qjqq v&fawC 

qtqqfr qR^ q flWfrffi t TOR^ WW*H« 3f*T- 

faro* fffqro tow** x&frmwv* 

q qflFfo «W^‘ ITOJ* qtTOt. SR* 



W- 

sm’ 3^1 ftd* ^ w* *mfa i ^brtt* 

5 ?f n| m*i? ergfq 


^|55^5R«r: » 

m 5TT|: *6*5 foferW^sTT mfcfi*E3T: I faqgii 3 

52ft arf^ 5*333^3 f^: n 
( srf^T ) Ucft^T# I | 35f^: I 


m-~ s?fa i «r: * 

SrftfTfr—%T*g 3HOT4pMK«& §§3T: I 
am ‘%4^ : 3mcT*Rfl?T«i 

sTQafatw^ ekTFTjsi^ f*mm- 

pTT^T 2T0S^ I 

irmf? €SRTt TO«FT^ 331 ct: I 3135%^: SET^ft 

^5* 

^TO7% «n33»T3L ^feOTP =3 srtf^r: I 3ffa^m SSRft 
•TTf3WT : "^WT% =3 3R>ftK 3^,3: I *1^1 52RP 3tlk I 
®lcH*3 3T3% =3 W3WRT* sffafag* 

WR » 

am afogfaf*!* W-cR3of— 
wpmsmgp' 1%®n^R* 3*rr amKfcWL i 
% ^R#T$3* TO3* VftZfas 3r3lfr. u 


Eng. Tran.—Ganda is a suddenly uttered statement 


connected with the main topic ( of the drama ), though 
it ( really ) connotes a different implication. As in the 
Veni-samhara—King, oh one with her thigh like the outer 
edge of the palm, these two thighs of mine are quite fit 
for settling long upon the charming hip of yours. 


XH 



fl rf fetwfai 

Then (entering) Chamberlain, your Majesty ; broken ! 
broken ! etc. Here the statement uttered to inform the 
throwing off (i. e. severance ) of the car-banner is connec¬ 
ted with the breaking of the thighs—which is the main 
topic. 

Text—^ thW HH1 

l w i srpt i m'*m arafi^FPr 

rlf| *ft *T3!T f^TOTqvf^o^t | 55^:-8p| f^TWT- 

<r3fri4tftwjTn qfapsq*{\ #?Tr-3TKi tfra, 
ft^TI 55^:—fam \ ^ftcTT—( WlgR) 

m zmw mv, q ^cfrrrfti i 

fira— i sitcJr: 

ap^rr srj- 

5pbk‘ aw^fNci suit sftmsr’sfau cwrf^ ssiwfc 

“tsfTwtRPTT arrwr qsnwNcf % eraf* i 
m3§ l em- 

vfct* I ^Rfr W SfecRt^— 

a^r top jrtft: facTT ^fcT ftfteifr: faffi TOP sfa 

tfteWT R* WT<* ST aw 

5tnw^‘ aiR 

Eng. Tran.—Avasyandita is presenting of a (quite) 
different interpretation of a statement used to convey the 
real sense. As in the chhalita-Rama— 

Sita—My boy! we are to start to-morrow for 



TO<lM*s 

Ayodhya. There you should behave unto the king in a 
befitting humble manner. 

Lava.—Are we then, to be dependants of the 
king ? 

Sita—My boy ! he is the father of you too. 

Lava—-Is the Lord of the Raghus our father ? 

Sita—( with apprehension ) Do not take it in any 
other sense. (Don’t apprehend any other thing ); not 
only of you too, but of the (people of the) entire 
oarth. 

Text—iftt;»' fw ; n^wr l 

ffa: I I TO —gSSTdT- 

*rff! 3RRt gtf Ztvm I ^ faff* \ OmftaT— 

3T i 31T9^T i 

gdSdl —°T l 

3j5f & ^ f£f 3?TOT *ffd : 1 

ftfd— I gw ^ srrfe^T ffd #twrf 

BISf TO *TT- # tfd aififSW SHtftw: l 

^frftwn 

Eng. Tran.—Prahelika impregnated with taunt 
becomes Nalika. Prahelika means an answer given to 
conceal ( or twist) the meaning ( of something already 
said). As in the Ratanavali, susanganta—My friend— 



\cc tfiftgs r qw 

Here sits he for whom you have come. Sagarika—For 
whom have I come. Susangata—well for the picture. 
Here the implication that “She has come for the king” 
has been concealed. 


Text—I anftSRIpft t 

3^^%' arc: i 

fftp I mm TOT m 3TOTTOt- 

) 3t£t - 
qfWcM^r ^TT^IcNt 
^tf^SWTTfqeft ftlWfl ^ II 


SRl^:- 

*3 


tT^ arfo i gjcfar* tot toto* srfcT 

JTFVJlfl«TTO^ I 

Bm— i w aRRURsiq* ftnpWS i s ^ fafro:—dsr 
emit tot-to *rm eraHjrwi s werl- 

5 R 5 PT: I ffefcft TOT—J?§tTC* 3 WHW. 

« aTOR 5I55TT: I TOT--3TWtsfq 3PTRTO: 3Tfa 

3?;: atm'- JR %T* TOJ feftT^r: d 3TO5TOT: I 

tfcfrjfe awsESTq^ w sfTOir^f— 

afaro fewfa m ■fagR i * ^ qsm 

m fag*. srfN* ^tf^t^t: f^cfiq^R * wfa1 wi^ 

“aftN^T 5rTJftS€cI5155I l fr TOtTO 5W‘ f^TT 5OT* 

fefrsrn * tftiftlir i swm ibrp jtstt swredf- 

^q% srcnp: wtohAh ( snwrerwO sp cn^r smrecfac, 
jrwft; *r art TOjrfd arfsf^nf^n i 



TO: \*\ 

Eng. Tran.—Asatpralapa means an irrelevant state¬ 
ment or an irrelevant answer (to a question ); or a 
wholesome advice given to a fool—but un-aceepted (flou¬ 
ted ) by him. 

Of these the first is in my Prabhavati— Pradyumna 
(looking out a branch of some mangoe tree) says oh ! how 
it is that here is my beloved—with her hair beautiful as the 
lines of bees, besmeared with sweet scent, blooming with 
( erotic ) sentiment ( or affording pleasure ), lean ( in 
constitution), with her palm like the new twig and speak¬ 
ing as sweet as a cuckoo. And in this manner, it is in the 
case of an irrelevent answer. The third is as in the Veni- 
samhara in cases of Gandhari’s advice to Duryyodhana. 

Text— i o?T?Tn ^ TOTO TO: I 

I TOT—*TT3f«Wil 

fafro: - ?[T®r i pftrcprftr i ( ) i 

sifh ) I 3TTO2TT 

i 

(fncsfW wm) # . 

^Tf^rr ftrg^rfV«WRsig^5i 

TOST TOTCT^;: I 

fad I 3$ Z&F3 3?q^q sqTO* 

TO^filcTO: TO. 3FT TO*- 

TOB# «TT W. TO?U eyRft TOT Slgfiw- 





srfai—i *tt enwsL; nftwftc i m trm= 

itt *m mfa i 

$fH gc?" wrw siM?5r fa^irw4^r, 
^RTrf^«*>H«rn^ arfafcrassn: Hi«f=H>itrT: ^Rtg?n fR^sfRr- 
<wftw*wn s^nfRi &w- * sflf *rra : —qwW 
hut gsRft qq tn^ffor m—^r 3 nm 1 ms#- 

ift ttraftmrat v£ft ^r^wt^if^T 

fn^ferorr: iftft wiflrasHita ^ otrri^ s^^nfoi- 
**FU zm? <lf : ^ ^T* 

ssnsrcsfti 

Eng. Tran—Vyahara is a statement ( an utterance ) 
that gives rise to laughter and curiosity (agitation)—made 
for the sake of another. As in the Malavikagnimitra : at 
the dancing performance, Malavika wants to go out. 
Vidusaka says—Do not do so ; go after having corrected 
the error you have committed in (the feat of) your (dance y 
learning—(that is first clear yourself off from the over¬ 
sight committed by you in course of your showing a feat 
of instruction you have received in dancing)—beginning 
with this ( i. e. with this set up ) Ganadasa—venerable 
sir 1 please tell what discrepancy you have noticed in 
her feat. Vidusaka :—First of all comes the Puja of a 
Brahman (i. e. first of all, offerings are made to a 
Brahman) and this order has been vitiated by her, 

Malavika—( smiles) [ and Ganadasa is curious and 
agitated ]. 



With this and like statement that gives birth to 
laughter and curiosity (agitation), the heroine is shown to 
the hero in her normal appearance and hence due to this 
it is ( a case of) Vyahara. 

Text—i gon gun g * ft i 

1% 1 m stqT rar ^rqr^ g 

g*mr wrftr ^ g Wta up gurretf g 

ft imr Cr«nr* sng. 1 [ sfrgft^ 
grot ftqr^T^i ^qg#$pi* sit 

rp^‘ iTTmft |frT aw* ] I 3^ SflWW 

sftftcRTT^q-* 

*rc% gaTcfTOT-^ i 3i5r im- •rw fiw «Tftro: 1 fetore? 
nw—mv- g i wcM * 

Wt% I cTW: ftft <ft*T 3?5* 

a* ^ issr* apsfrfa 1 

5% ^l^lrirft 5f^i TfTOTfc 11 Note—^ ^ !IW 

srrft 91ft ?ft *rftrc: 1 ?r«nft “ ^arwwitp m - 1 
c^rrac/ ?ft« 

N. B.—tt^ ^ «4)vrin^5f 3psno5TO* rwYcRim^ CM* * 

» 

n«wrt«l aift 1 [ * TOt5j^3j% ] I 

Eng. Trans.—Mridava is that in which merit turns 
into demrit and vice versa. 

As (the examples being in serial order)—oh my 
beloved ! my living (i. e. dragging of my existence in your 
'separation ) is ( nothing but) cruelty, dispassionateness 



and ingratitude. But these have turned into merits 
( virtues ) since I have met you again. 

That grace of her body endowed with youthful 
charms and the sole abode of pleasure—has now been 
( being remembered ) for my sorrow. 

Text—ff^t: i TT^rfir ^ 3T3rrfa swfcr arfa 

w—Hiafow i 

Eng. Tran.—These angas, though possible in dramas 
(i. e. though they may be found in dramas etc.) must 
needs appear in very clear forms in a Vithi ; and here 
they have been cited from dramas ( i. e. as they have been 
set on in dramas also). The Vithi is so named as in it 
various sentiments appear in a row—just as in the case of 
a row of trees. 

Example—Malavika. 

Text—ffrp l m 

mfm wri 5 

Eng. Tran.—Now comes description of Prahasana 
( farce ). 

Text - i I 

irl* fsRJRt I 

anfr frmaPSM #WRt u 



TO qfa&p 

ftra— i wr arfq sfap, B^y i fi r, ®tot- 

3rrfa ?wt ang^ i zmp 3 ^—sr»raurif 

ttfafar^i cmrff 5R«rr *m* to arnfa t*r i pf- 
f-M^i sfcrg^i d*n ci?fr^rfT trsf ^ anenjrrft 

I ^ STTOTSFl a^fa ?rf f fdfcWfa SJT<t 

sfhftf ftRjw f H , fjR^onn 3 rht^ 5jss3r 

^ I fa«PW ST^iW ^ 5T forger: I anro 
fffpft 31 <m ^T^R3J 3?lft I fef fafa ! *f 

sfT ssffiu qr* sftgfaflRT 3 t 

twrft snTOT^-^snw sW W^‘ si^h* ^TafV^nr” 
^r i 

Eng. Tran.—The subject-matter of a Prahsana—will 
be the story of those—that deserve condemnation, the 
story proceeding from the imagination of the poet and 
endowed with Sandhis, Angas of Sandhis, Angas of Lasya 
and ( a single) act—as in Bhana. There will be no 
Arabhati nor Viskambhaka or Pravesaka. The domi¬ 
nant sentiment is comic and the Angas of Vithi may or 
may not stay in it. 

Text—3c5fa: i ( fl5T ) *TTW l t£Kt 

m stst i 

ffri: I 2PTT—^T%fe: I 

fm— i m sftgfr: si$?rw v*n— 

TOwntf faitf fefara' spf m sWwf’ iwr 

35^ 55^01* 5T«TT ‘'WM*HWfoSk4ift 

itwrKWtfRL» q%RWFTO!^H. i a?f^d- 





W SIOTT j” i srsw^ #f^f qfai to qror% 

^ Slflif sfi^WgfcKl*?:” I <ra To—TO rf^ 

( mte) fa5ra^fe%^fadi$c4^ i ^rofa*. 

STBrn^sf^ro* r i sforrcc. faw*^ ^Rsmt 
313^ S^STO sfTOTHJ B3T 3iT^ S55SI3TOI. 

«5^rfcf—cTT#?nfTO I 3*5T cTqrf^PT: ffT^Rrftoi: WTO 

m$m' f^sn: msro sfa tr^ srsfas ^b* bito bto » 

TOf$ TO t^fqt «f^t. rr<$: smewr: ^T^: 

cpi ott 5ffH^ gsftrfr! 3 ^ i *m tosb* to 

qF^rqrfe: i 

Eng. Tran.—In Prahasana, the hero comes from 
amongst ascetics, religious persons and Brahmans ; and 
the Prahasana in which there is one impertinent fellow 
( from amongst these, playing the part of the hero ) is said 
to be Suddha ( pure ). As—Kahdarpakeli. 

Text—i snfasi SR <rf& l 

I TO *3tT» 

i ‘mz to*' ^ arfa jtttol 'isfira’ srr 
sftffaira fteTOJfrqrtqq: 1 anfasi 3Rc5B2f d^rf TO 5TSTO*. 
TO B*lftTO qfa I *3 wWrfafc! d^TTO BITOT \ 
arfTOTOTOfTO \ <TC* 

“sfanjf'*jj ffa I TO TO*P 

qtf-dsw*” 5^t fro^i 
writ * to 1 
qfOT^rtfww^ b#*NC' *fa q’dcT 1 



$V\ 

Eng. Tran.—That Prahasana which is composed on 
( the story of) some one of these is said to be mixed 
( samkirna). 

As Dhurta-charitam. 

Text —\ I 

W\ I 

ftpr i m-ivimwi enf—%f^ 

3^%qf 'gmm aifotaTH ^r?T 

*T5R5T^- ffa 3TOITm 3^ I SWOT 

JRT ^cWT ^W‘: 51^1 fftt 

arm 3 ^ n ^ gr+TOt twito; sfira ^ ^;r 

nfmi* i w 

I T&* 3F?Tft =3 I 

Eng. Tran.—Some call that Prahasana as Samkirna 
( mixed ) which is based on the exploits of many impu¬ 
dent fellows. It, on its part, may constitute eithei 
one or two acts. 

As Lataka-melaka and others. 

Text—i gf^rrs— 

^ an? 1 

afftsSflfoW S#Jn*l 

fact—i w g^rfcT m ^tt 

m- ffrfi focRTT: ^ : atfofm: 

( tftw 3 sramT arm qftw i 



tpr" ?im wn‘ & arofW ira. 

awmi. i 

Eng. Tran.—But Muni (The sage Bharata ) said— 
That Prahasana is Samkirna in which appear a harlot, 
a slave, a eunuch, a cheat or sharper, and a courtezan— 
with normal apparel, appearance, exploits and deeds. 

Text—^R: i q^W 5 #TTWT: I 

II 

fto i ^3 *n£tfrsfer nmm, 3ffe;n 1 

f^rr— i srg’w cm mm, 

51 ^rroi: -q^: cT«TT 3ft^T ffcl 

T$FR iT*n qPTfcP ^ ^f^H: SRT : arfowfal 

<R 9^*1 3 ^ f^ ; I 

PPTT% 

#5^3 ^TqiT sNfcn ?r\*%% 5R II 
3*5T 3^^TWt3T^T:l 

^rforct ^ f^Ri wmsTfia- 

f^rarRifti i 

JR ^ 3<fm wj{ fawfafri 3?renra‘ h^pr sfYgfa^ 
* wife i 3=arfe-^3 ffH si5^ 

TfclT^I trer 3RigV 

fa^cwfa ^ffe 3^r 

ti^u ^ * 3rfi‘ sfrgfoiT i 

m 5T^f^3f-tq% ^5gffeiTT ^TrT*— 

“3>fifeq^n^TfiT 2TT Wptf I 

*R5H*%*fRaf ^fll*hfa*fT^£tfR” fffe I 



TO* ^V* 

Eng. Tran.*-That Prahasana is said to be vikrita, in 
which eunuchs, chamberlains and ascetics appear in the 
dress as well as in the speech of vitas charanas 
( panegyrists ) and Bhatas ( soldiers or wrestlers ) 

The sage Bharata has not spoken of it separately, in 
as much as it is incorporated in the (i.e. his ) Samkirna 
Prahasana. 

ffrfs \ m SWTOTftl I 

— I t ft l KTO foi 3T^TT 

sr^rH^r i fam sr? 1 *! & 

m fom- ST 3 WWL i 

rf5T 3TT^ OT5UHRI JTTfZ^t - 

Eng. Tran.—Now comes the turn of upa-rupakas. 
Text—l STTfoffi I 

WTFft ^;«Pc4c1W>T^lvn^«h1 W II 

^fT5T fllfw 3WI3TT II 

STIS^tTCT JfaTSRt SrffcT: I 

«3T 5PR5WT » 

*1 Wttfl cJg^r: SRT*ft Spft: \ 

ffrP SFW 3 ^ U 

ffrU I « aPIT I 

ftra—i sfTfz^T 3 ipirimpu snfeqjpn sforr 

* 

^TT^—^ ?PT STRIPS Z&RP ffafTSPTf^RPIT 

vfMcScTSST «fT3% 3 S T TOsm ffcTfTWfa 

wrau srwyt arrroswr ^fairwfa q»teT i orts 

ww; 5R3JRt^H|a|*rf^f* 3 





I a*3I g 5TIW SRsnrep q ^KfflT c Sg n 

^f^f^TcT’ 3T#fq% trqt q^cp^: \ 3T?q^ 

§* 1^1 

^fe^3*fafRq $ftgfa:~ 

c ^m\ ^gqp afomfa wfcw iftffenifr i 
^g 4 ftd*i^«i i^^ferwfY*rrftjpBT =$q i 

5[Ffrq^T^3^T 5?TO^^i^f^xRT I 

MfrWF^T 5fTfe«T jt^TII %fa I 

Eng. Tran.—The subject matter ( i. e. the story ) of a 
Natika proceeds from the imagination ( of the poet). 

It (i. e. a Natika ) has four acts—abounding with a 
majority of females ; and the hero will be a well-known 
figure—a king of the Dhira Lalita type. The heroine here 
will be virgin princess that has for the first time fallen 
in love. The hero always standing in, one of the senior 
queen will follow the virgin heroine. The senior queen 
will also be a princess a bit advanced in age (i. e. older 
than the virgin ) and imprudent. She will be very prone 
(prone) to love pique (i. e. she will take offence at every 
step ) and the (nuptual) union of the two will be subject 
to her ( will). The Vritti will be Kaisiki and as regards 
sandhis—>here will stay all of them—but the Vimarsa 
Sandhi will be very slightly inhibited. The word 
“Dwayoh” i. e. both, stands for the hero and the heroine. 

Example—Sriharsa’s Ratnavali, Rajshekhara’s 

Viddha-sala-bhanjika and others. 



TO* 

SCTH, - q rfa fl gff it 5 T%a:- *% %ft 51% 

«n xnmffcft afisrax aw wjof g snarcrref *?' ?wt— 
“^Mergo^^T sffJTR^r^di i nf^T ^ 

^fcW^frn^Tq^T II 

«TR 5 T f*RlftsNlc 4 g<lti I <jW*ftf^- 

^ ^ S^twi m n” 

Text—fm: 1 m TOG** 1 

I 3W sWSTH^ *?t&> 55*rcrfcT | 

Eng. Tran. —Now comes the turn of Trotaka. 

Text—*?fr: l WR'Wl’ I 

stefi* !Tm ^ 5 H|: 5 E*ng’ 11 

ito—sRqt* *m?W 3 ft 1 *mz w— 

#¥Ripifj rang* *i*rr- 1 

Eng. Tran.—A Trotaka is said to be that—which 
consists of either seven, or eight or nine or five acts— 
each act being grand by the presence of the jester and 
which is based on the story of mortals and immortals. 

The erotic sentiment is here—the predominant one_ 

as indicated by the presence of the Vidusaka (jester 
who is usually the hero’s ) in every act. An 

example of a Trotaka with seven acts stamvitarambha 
and with five acts is Vikromorvasi. [ Note here 
the reading W(% fTfw^W^and not ] I 

fftp 1 3 W l 

1 $9: <R* *ft^‘ ftvftftl 1 

Eng. Tran.—Now comes the turn of Gosthi. 

Text —1 snsiU^t* i 

$rqmm rfWt fft rc nM) n 



V° e 


#TT qlfq q feffil * I 

^w^rcsrpiT u 

tfe i q«rr W^ftrar i 

ftcfl STTft: STNOT: ffqfir: qqrfcrqf q’fep: a? 55 f?TT 

otfN^r—qq =q ^wrrag'qicqR * ^tri^rr qrfin# 

#i*iiM jft^t *rqftn stt 3 »nrafcwT ^it fwkf^Ri 
tfterr ^ra^-qq* =q qsqfa^qr qsfSjqi 

^f^cTTg^T 3TRI 3#rq ZfT Ift^t ^TJT^STTW^r, 

5R^T cNT q%q qq 31$ q f^fqfer WFU 
?rqf^T 1 awrrftr 

sqrrOTRT: I [ * 3|q ^TTO/’ »-T§ “q^q” qT5t 3 ^: I qgsfN-i' 
w&n ^ot 1 fasjcreftq “qW-* qj£:” i qT*wrcn<! 
fw*TTqT^OTW£l 'T^fq^f^TT: q2 ffcT 1W %fc( qi *Prfa^ 
( ? ) *OTTWT I 

Eng. Tran.—A Gosthi abounds with nine or ten ordi¬ 
nary fellows and five or six females. It is runon by the 
Kaisiki Vritti and its subject-matter is not of a serious 
nature. It has got only a single act lacking in the Garbha 
as well as the Vimarsa Sandhis and is replete with Kama 
Sringara i. e. erotic sentiment dominated solely by 
passion. 

sftr *\ m 1 

1 3 r* 5 r seram* sgq>‘ qjqqfq 1 
Eug. Tran.—Now comes the turn of sattaka. 

Text I %&£ Sff^clt j r qq^ 

q q jfr W -1 

w "O 

«hp ^ren?n: g: wir’rwfesnspm i 



ffol TOLSTOI# I 

ftcl—I gpg 3 5 l f i gljbwi<WI^ WW*V 9TfT^[ 

3PT *wfa+l enm ^fkf^RIT: ^g; I TOFTt TO-*?£* 

JTSrft » 

Eag. Tran.—A Sattaka has all its text composed in 
Prakrit. It lacks in either Praveshaka or Viskambhaka 
and Adbhuta Rasa ( the sentiment of wonder ) largely 
abounds in it. Here the acts passby the denomination 
Javanika and in other respects, it is like a Natika. 

Example—is Karpura Manjari. 

Text—i zw I 

I 3T5RR* s&TOH snBTCRffi 1 

Eng. Tran.—Now comes the turn of Natyarasaka. 

Text —\ i|T(HKr€Hft«ni^ ^|cTTc5^f^f?T » 

TOtFTOP II 

5T#sippr *nfr i 

55T^OTTf^ TOfa ^ II 
5rf \ 
fftP — ^ TO left'll 

qN ^gTO ft-TO fTOTOfr I 
f^TcT— I TOITOE TO Wm**l 3 atf'si fa«TTCJ^l 

Cf5r ^ITOL TOWt TO TOTOL fw%s TO faatepfarT I TO 
rW TO*fisj TOW ^Hl W* ^ <fte«T^TO 

3TOW TOU I ^3^*5^ TO- 

“ yffifofa to 31 fafaf^ 3 °T^r: toto 

v?m flgTOfw ” i wr wk3t* TOfftefr snro to enft* i 



9?5r trrt’ JTTfro 3 ^TRI TOW^T^ T aWT— 

wsf tot : i m g arrawsn 

l” fagf% I T&' 

g^rN: ftahpwfrw frop i <r‘ %f^ 3 ;rcs5rcra% srfa- 
g*a‘ ^rrffacTT 3^%t =srgorfg mui *ftf4fcii 

cT^r tcotcktov *pjt—* i»tarfti 

2TCTT f^5ra^ft I 

Eng. Tran.—Natyarasaka has got a single act—endwo- 
ed with a variety of cadence and timing. The hero is 
one of Dhirodatta type and his upanayaka ( assistant) 
will be of Pithhamarda type. Comic—attended by erotic is 
the running sentiment and the heroine is of the Vasaka- 
sajya type. There are two sandhis, Mukha and Nirvahana 
and ten Lasyanga. Some authorities do not wish only the 
Pratimukha Sandhi herein. 

Example of Natyarasaka with two Sandhis— 
is Narmavati; with four Sandhis—is Vilasavati. 

Text—ifr^i 1 m ( 5f«snifli*TT ) I 

I St«n^r STTq^t 


srcrr =* ^TfW 3 % ^ft cmr n 

3?$ft it cWfcf|c5TRrfir55T^T ^|c5OTT II 

ftra—» «m 5rc*rRfafti wwri «f^ 

W* ^ srrw smu cr*n ift-- <irero?fa 


W- 


**1 


q , f^Tft«r 5rrfw, tos% cnsr^Mt srrcrft^ ^rtt^i 

w TTO^WT^T^- JTQTO^ 3TTfTO 'gffeT TO * Sf^i 5R*n% 
sfoTTSITO ^fasfa: 3frS& ^ ^ 'TO Sf%:' TO 
WI ^T5T 3?ft TO TOIT35P|ft|«fg»: 5Rp 

faro*? q: I 

fa^RT TO-'4t*T ?fe*TfdfTO 

flfWITO I 

fTOfl: JTTteTTO^ft TO~ 

foro-* TO^TO^rrftpT (i 
frog: g^Tfadt to -b^tst tfdtftrof 

faro ffcr i 

q*W^ fa*5T?fr fefrg^ 3?fcT?f SRTO^I TO 

TO -^fRfd^L I 

Eng. Tran.—Now comes the turn of Prasthana, in 
which the hero is a certain slave and even inferior to him 
is his assistant—the upanayaka ; whereas the heroine is & 
certain slavegirl or hatch maid, and the Vritti is Bharati 
as well as Kaisiki, The theme of the drama is to be 

4 

t 

brought to a close in connection with a revelry. There 
are two acts in it—abounding with much dalliance atten¬ 


ded by time and cadence. 

Text—^frj: \ I 

fad— I TOTOL TO^ffidfd cTOfiT I 
Eng. Tran.—Now comes the turn or description of an 
ullapya. 



Y©y 


Text— 

ftlOTlig?! OT>23TRWi: flb II 
as&rnf i 

=^ft HlQKV«X?r 5pfrs*T I! 

I %oTOa I W I 

fat- i 3^rr?f m ^rto', m 

f&vi i 3tf«? ssr t^: i ci«n ^ 

feq^‘ 5% ^ << 3TRf«ld^-€'^RT^ftT' > ^nfa 

«wI^Tfii! 8 tjtt^ a«j stir gV q%jN*h 

n*r«rww:«w ^m : faSf i q< ^ 5g s ww 
<WI Sfljf ^T:f3R5TO: cT«TT *ftcf *n*T—JRt^ 3{fTO I 

m ^srcpmfN*^ i 

3RT*lfafaj* *fldHWfta ffH - tRg^ffiR TTef 

*ftfa <WT SffSmfafl ^ 3rf?3Rf RRtRct^TR^I 

?T5T *m ; ^TteT: , g: I %fa^ =*t 9fR spg: 3?JT: 

"wsStfit wrfa I SSRT* I 

Eng. Trans.—An Ullapya has-got a hero of the Dhiro- 
datta type ; its act being one and it dealing with a celestial 
story. It is graced with the angas of a silpaka (uparupaka) 
as well as it will have the erotic, comic and pathetic senti¬ 
ments. It is charming with many battles and music 
(of the Asragita type ). There are four heroines. Some 
opine \hat all these should be in three acts only of an 
3BR*T l 

ffl WW5TBRU 



TO 

f^Tcr— I m 5TT5TT 51 ftnrw «roftrt 

fvm \ 

Eng, Tran.—Now come? the turn of Kavya. 

Text—I I 

i feM fro u 

* ^ffr^rf^PRU 

^cTT tft, 3TT^ cWTf^Wi II 

44T—TOrtTO I 

f^Tcr— * sfa airawT sifted 3 

sfti i?m i 3^- ^ *m<fo sr^cft, 

ftr^ i mi ^ ^ m<v 

% ^ Tfri ^JT^T-f^f^r-Wdios sr^rfVpffdM^: aiafX 
^1 d«TT ^TTT^T S|fe^T #T 3^4*9 Slfa 31*4 «RPCPT S » 
TT4* *ZfTOTftpT # WI#I *^1 ^ ^TT 4TTO 

«frft4TrT { • cf*n srrftiT 3?fa 34mr, nwfftr srogftwii 4T 

4T **%<u m s« sr fa*yeft *Nt 

mi srfcrc: fer^r %fH *rf?£R4 ftrsfcn *m ssRfrw—* 

4I4*ftW 1 

%f*4JT fSTS? te^^7T4RHi *ftlT ^ 1 

t 

9rPt TT^a^ 44T S4T4?4T: 44^ 31f— 

"S^mjsrftflRgi: gfSTftcrf^cWi i 
feifafod^Ri^ mfH 4%!” qft- 

4fftm m 5ttob55i^kt sfti it^Sr i 

tnr* qrairo r w tor^ i 

<t* to ti stt sjftwr ?ftr ^ t N N; 3*34^ i 43 T to 
towa k ito i *rmr ^Tsrrsremiw i ^ 4 %fftrro^ 



?s^r: i &re sjjten - ^ gcrftrfe rererir t 
[ * ^W^« : 5iEFTf^«rgdH k ” ssifa TOt ] I 
Eng. Trans.—Kavya (srcra^wO lacks in the Aravati Vritti; 
it has only one act full of comic sentiment. It is graced 
with Khandamatra, Dwipadika and Bhagnatala type of 
Gita, with Varnamatra ( or Varna and Matra )and 
chhaddlaika variety of metres—and is teeming with erotic 
speeches. Here the hero is of the Dhirodatta type 
and so is the heroine ; and it has the first two Sandhis 


as well as the last. 

Text—f % i are £@ I 

lire» skfttc sf« sro** i 

Eng. Tran.—Now comes description of Prenkhana. 
Text -365fa: I I 


gafffagreffcra’ rerefrrer 

ere afmr n 

irer—«nfew i 


fire—» sysnro* =fw 3 qm m torcrc ^ 

» 

1 cRLl ?fiRRW, rrat ^ WEq:, 3?Pra IflWl aqffcrfa- 
S5I Blftj I fasBWW: ifeiw afpl 5Pf * SEP I ftfB* BTffSJJ 
?r«n w«taw i »m fwiupf jetsmiftrai sfis:, -rrwrm * 5^m 
wra.1 fa* WTOfaPEPP fWt faRf “fgTBR: 

*$!$’ ?% H3BWrtaqi sttafr m snmra.%«iP^ b2s» 

Sfcnft ## i w atfwr mtmtwfr sfa ^nfn «rcft- 



**«V* 


fTOTRt *TT SRtmTT 5RRTTcri SHWH, d*4J4sft«M<W m» 
mfa ^srarcsi 3wm^ tTsr i arm €2Rft *t*tt— 
qrrfiram i 

Eng. Tran.—Prpnkhana is without the Garbha as 
well as the Vimarsa sandhi; its hero is one of the lower 
rank—and it is devoid of Suttradhara, Pravesaka and 
Viskambhaka and it consists of a single act. It is replete 
with duals and angry speeches and it contains all the 
(four) Vrittis. The Nandi here is sung in the green-room 
and so also is the Prarochana. 

Text—I m \ 

ter— i aarsiTH i 

Eng. Tran.—Now comes the turn of Rasaka. 

Text—i m* i 

T5r<4\2*fl«^l^d "tfHld'lTTtRft II 

amWTfasjrRRTfM I 

I miT--*faETf5dR « 

m— i 'TmrftT in^zrT: $m'- mt dR5f qw5r*^nt 
*T*Ri‘ dPT cT^ fa^QtflfeTCT % t^T 

SlNdRI arfcR cT^-*TM #E£d fa*rRT fafam: 

5H$?TT cTT^ yfirZ Zf* SffiU ?T5f *TRcft cf«TT Jftltf 
=51 fcT^I ^T«IRt dTfa 55R l 

dm ^ *fW: 





i «55?n wfaftoifHTft ^as^toartoqT ** srtof 
tcrri to tos^t *ir if# m^C wfu 
•nrtoiT <fsr wm toTwtoprc srtor ^ <pt 

cwt 3rato*T s^ran ^ *ts*rr *ntfk 
3 s ** sfa «ft *n* J «rtow: to torto 5crcm§«ft 
torcto *T5T ‘s^ra: vit*:’ ^nrar ?n *rtoT re i ffk* 
ton§* to^r* *rto **ri %to. =* ^ 5 ts% 

Slfagwtofa TOt 5R39% **fall a^? ^Rft 3WT 

towmrton^i 

Eng. Tran.—Rasaka has got five ( dramatic ) persons 
and has only the Mukha and Nirvahana Sandhis. It is 
full of Sanskrit and the dialects ( various forms of Pra- 
krita ) and is endowed with Bharati and Kaisiki Vritti. 
It is without any Sutradhara ; it has only one act replete 
with the angas of the Vithi as well as with fine arts. The 
Nandi here admits of double meaning ; the heroine is a 
noted one—whereas the hero is a dull fellow. It will 
have a gradual display of majestic (lofty ) ideas. Some 
opine that the same has also the Pratimukha Sandhi. 

i 

Text—i 3m S5JTTO* 1 

to—» zffr iwstiHH.sssm* toyttfo T 

Eng. Tran.—Now comes the turn of Samlapaka. 

Text—3P5fa: I *T *TW 3*! I 

II 

3#fr^55tovrtorr: i 
* 951 fftmftf sr Itoft u 



<TOS<Ttofcp 
TO“TOI*WrtoHJ 

to— i tfsrroi. $% sftrf swr% w to ^tr: 

*nr*wrfari TO*ta **to qrw: 

T^ra*. I >25TT^ WIRL ^ fcR: ?TO: *to RJ^T *TO> 
3# *#cU tTSf* gRRt^: TONto* cWT 0c5* w fsprm- 
ftwwfsptfest^ 055?TT gaflifd' 55$TO5RT* 055* fPlT TO*: 

tJT* to: TOcR: %HT%^rf f*p sif^n ^1 

«n to: arftr d5T *F%: I TOI *TRcfr #f: 

srfiffcF&U TO TOTTOTftoj 

Eng. Tran.—There are three or four acts in a Samla- 
paka. The hero therein is a heretic and the ( predomi¬ 
nant ) sentiment is any one ( of the nine ) save and 
except the erotic and the pathetic. Besieging of cities, 
hood-winking or out-witting, battles and confusion will 
stay there and neither the Bharati nor the Kaisiki 
Vritti has got any scope therein. 

Text—i m TO^TS — 

Eng. Tran.—Now comes the turn of Srigadita. 

Text—355fa: \ TOT^lrtol' 5P3TT?ft^T^TW^ 1 

M KcfttffNg55 *t ft I 5Rcf TO 

ffa \ TO-^r-Rrra^ 1 

Eng. Tran.—That uparupaka in which the ttory is 
a well-known one and the hero—-a noted person of the 



Vi • 

Dhirodatta type, the heroine—a famous figure, and which 
lacks in the Garbha and Vimarsa Sandhis and is run on 
with the Bharati Vritti—being replete with the word “Sri” 
is taken by the wise to be Srigadita. As—Krida- 
rasatalam. 

faci -a?* 5f^hr%— 

\ sfkrcfcrr i 

TT^TfT *TTCcft*TC II 

i mgz&wi i 

■fiRRt—sfalfen* sfo 5TTRT 51%^ 3q^T% 3n#TT 

fafs^fa =* i ^ ^ an^: g g stt^i 

irairercsrftrs: 

srskT wf^ii sftaf^rs? 3 

I 

Eng. Tran.—In Srigadita, Sri (some actress in the 
garb of Lakshmi ) having taken her seat ( i. e, seated on 
the stage ) sings and reads something. There is only one 

t 

act mostly in the Bharati-Vritti—so opine some 

( scholars). 

Am Example ( of this type of Srigadita ) is to be 
sought for. 

iftpi m ftloWJL 1 

ftra-^l 3FRTC* TOTH’ facTO* faftfrtftr I 
Eng. Tran.—Now comes the turn of Silpaka. 



w vw 

Text-J^: i *g: OTR5WT I 

3ttrRfe£tw*i rtt 5n?nFt snpfon?: u 
WIRfttffo SUfWTW l qffft q fc RW r fa 

crcfa 3 ii 

3n#ro%-?iFt5ii sreiTf^: i 

fercrra^HrroTfa i 


^rrcg* ssfteHg i 

fftqt i 

ifa: 1 && ftnsg 11 *Rn-*fiTO- 

WcfcTTW I 

ftra - 1 filWHL ffa 3R3T 3%5 3'T7?T% ^TR: 8 ?$t: 
vRrfcr— cT*tt ^TTRurf^PFrt *33 ^rfal i ararRi- 
fRSTT^n ; —m fT*l‘ cT^n ^rRcf f^TfT^ ^ OTTOi: 
cwr %qm tort ip^fsr^ 3?ift^fcii ^sf^snsw 
srrw pfh'hiw to frf«rd sft^ tT?r 

3|fcR 3?SJ f^T% S^RTO^r: ^T3T 

IcT&^l 9TTfafcT afWTR 3TTO^ TTorqr cTT^IR **T 

k 

^ I TO 3 ^TRr^RlTf^ I cJTfa 3TCT—fa) TORTT- 
TO «5^7f (^) TO (3) 3%: 

(v) 3 TT: (^) 35 *T: fa) SRTfe 3 ? 3 *l*T: TOOT* 3 T 
(v*) 5 ITO fa) lOT-TOJWJT^ TO a^JTg 3 tRR I 
(V) v Jc gPS T fa*) 3^te^lT I TO TOT—*!*T*ffr* 

(*n) srforfa: soti *t 

(U) tera: *P*TW^ TO 3 ^RR (u) TOSH* 



(*)*) («im) (n) aTTW : (i*) *jpr t 

(<u) sttoiTOi grero ^f^cw^yiwq %®ra ip 
315JTO 3?«pm SITOI ^r4:1 TO OTTOS 9»f^55froi^i: 
q: 3J3TO (n) ^STOT (^®) fTOS-* (M) 

STTftr: (^) 55m: (M) OU) OTfe (^\) TOR- 

SIR q?crt (^0 SStTO* TO^T ^TOTO*? flRTtmta* 

st i C 3 '^ TOuftrs» 

tR^TR T?^ %qTf^R SEtforfft arftjR WTft 5 ^ tTq 
stfrofa i agonfq 3Rq tTef jpspt cj?ftqqrf^?^ 

zmfa i *ETfa q gwsrfq i ^ f^ r^faTR arofa q- arq 
2*pt front*» TOff—OTfe ot v sw to OTte 3?im^- 
frqffR 1 trq* JRRR 3?fq S^TOi ?T*fc c5Sm r^W- 
5RIW <SpTR trq 3ftq f^W WRit TO SiTOScfr- 

JJTTO ! 

Eng. Tran.—In silpaka, there are four acts and four 

vrittis. All sentiments save the comic and the quietes- 

tic are there and the hero is a Brahmana. In it is to be 

seen the description of cremation-ground and like things 

and the upanayaka is to be an inferior fellow. 

« 

Asamsa, Tarka, Sandeha, Tapa, Udvega, Prasakti, 
Grathana, utkantha. Avahittha, Pratipatti, Vilasa, Alasya, 
Vaspa, Praharsa, Aswasa, Mudata, Sadhananugama, 
Uchhvasa, Vismaya, Prapti, Labha, Vismriti, Sampheta, 
Vaisaradyj, Pravodhana and Chamatkriti are its Angas ; 
and since they are easily understandable, their definitions 
are not give here by me. 



TO 5 llW* 

The definitions of Sampheta and grathana has been 
already known being laid down earlier. 

As—(an example of Silpaka) is Kanakavati- 
Madhava. 

Text—iftf: I m ftarfall' i 

ftra— i mm\ taftret -Nofrfci i 

Eng. Tran.—Now comes the turn of Vilasika. 

si n 

ton*! with i 

T fasHPTT HT fifg l ftffi T w 

f%: i %f"ft-OTftwjf'* fatW<f refor \ 

“TOTT3 f^ftwr^raRWh:' i 
fire- i >z^n|c5T nqrr?T csr^nf^ 

5TR»q;f^§: ^gtfiT fa&r crcrr si h 

h r^?n <rq‘ ifowmi r 
3?fTR ^cqfrTT ^ffeafclfTlTf^Pn #q*TJT qrtHSfqfc^HTft- 
*iki natfasa shrit f^r^TrcTT sfer st ftorffcq* ^fti a i re man 
gq^TO^i 555^^1 gaft awnfasa m 

qflRtrft i 

ftww r ftw t 3 5tfNt 4tanf^ 3san» fes? 
55^n’ araT—i tp fo rarc - 
*r$*ts*r q|?Rfr #5Jt^ i ft^watew 4 —jrh 

: i srko qs^fa %qqs: 
ronfc \ TOKriwIV^: fqc?Tftrat fonfw 
tfiwr eipsRj^ i 3?^ *r srr^RTRsrf^: “tor” ftrcrfwHT 
3« ?fe gR n n tpr «Rmfo'’ $fb fatten fi rer fro *2^ 



fafro ^rfqg t*r m g fi&wr r- 

TO : I Wl ^ cT^rr: facSTteTCT: TTif ^fis^TOT^TOWfa: ^fcf 
JRRTI 3T=% ^$3 «TT^TT?n^5ff^: fsR5T%^ ^ ^PI. TOijfaT 



Eng. Trans.—The well-known Vilasika is profusely 
replete with the erotic sentiment; it has got only one 
act and it is endowed with the ten angas of the Lasya. 
Jester, Vita and Pithamarda, appear in it and it lacks 
in the Garbha and the Vimarsa Sandhis. The hero 
herein is one of lower order. The story is a short one 
and it looks gorgeous with fine apparels ( put in by 
actors); some read here vinayika in the place of 
Vilasika. Others opine that it is included in the 


Durmallika ( uparupaka). 
ffa: l m <pTfe5T I 

fm- i §wrf W fawrfo— 


Eng. Tran.—Now comes the turn of Durmallika. 
Text —\ =^fT I 

amf I 

swftsifrs^n^ vfci \ 


srorfe: ARwotis h 

• m —fagjRfr I 


tot- i ^*t to 

t^aifT! gj l TO Ifawfr 3r«JTTOKft i%«c f^roi m 



to* 




m TOrfare tojli cwt towp—■ rowfaRs 
a?<TOF ^3*n ®TSR^ 5RT: TO^TOSTTfa ^ HT I 

3|fa*r m 3T^r: 3Tf^3: %m: qt sfi^: for ^RTT 

^TRI [ ^T=“^TO$” qT3 ^Pft TOIT 3TOf*2: TOV 
<an^?: ] I TO TO ^3?Tf R[ 3?fHt TO?ftS$: fTOlf& 

ffofa: sTTfcSf^r: snfe$rfa: stffiRiTfcr: fTOffsfan 

W?U sJTfoW ^fOTg^qftfjpr: «RIo5:i TOT^ g^ffS TO T q . 

m ftf—dti„ fforttaft&Rra*fo (q?.«ife*T 

O fTOF^fo wfu t$*‘ s =q 3^: gqir ^ 


ffTFT fTO-* tesftfPRf: ftR£Wft?TTO : 55tc5R|c5: *1%^ I 
|«Tf^T2n: WTtSf: faro tp ^ftfo qph wfiRW I 
t^trl fa?fafr3Tf : rafa: *rfafa: qroTftaf>ftra-«ifo 

ffofo' sfl^T; *fact I S 3 facfcftSf fa^faftTffqR 
fa^SRTO fa«lfo ®rf^Tcf: WT3 I tpT* 

?pWrs$: qoarrfe: qsfar: :TTfwfaP 

faro: ¥TRi *r 3 fo^'faTOTOj tTcf 

«T«rflrafs $toj a 3 iftfaniw *— 

TOW *6f&f\ faTO%fe*fa |TO: <$fc *TOJ ^ ^JRft 

tot— fa ; s*Kft 1 [ * iftftroTO ^rfq qTst ] 1 

» 

Eng. Tran.—Durmalli has got four acts and the two 


Vrittis-Bharati and Kaisiki. It lacks in Garbha Sandhi 


and herein the dramatic persons are ( mostly) gallant 
town fellows ; and the hero himself is not one of mean 
•order. The first act’s incidents should be worked up within 
a period of three Nalis and it will abouud with the play of 
the Vita. The second act's incident should be worked 



up within a period of five Nalis and it will be full of the 
deeds or caricatures of the jester. The third act’s incident 
should be worked up by six Nalis and it will present the 
achievements of the Pithamarda and the fourth act’s inci¬ 
dent is to be worked up by ten Nalis and it will contain 
the exploits of the hero. 

An example of this is Vindumati. 

Text—= 2 % \ m 5WKfaR>r I 

facT— I 3FRTC* WSmUflL5H^N»1 I 

Eng. Trans.—Now comes the turn of a Prakavanika. 

Text i srrfelk swift gT&TOtoFTO I 

=* JTTfTO II 

ffrf:i l 

to— i 5fTf^r tpr smftm i antoRP ^ ?p 
sR*torcT <rf| fsr \ smTsifV 

5TTTO I aiTfeWW *TTW I srettoW^L ?TT*T~ 

to: amrei: sr artot atot 1 

tp‘ iflfiPOTl^ (T*RI SFltor I 8f5f 3 ^TtoT 
€*RTO*T WTR- 

5fto5fT^T5fton 

STOP SHKtoWP ^T^»f 3 Sf^rtoaT^l 

Fr»g. Tran.—A prakaranika is just like a Natika but 
in it the hero is a merchant or the like and the heroine 
belongs to the same caste or social status or cadre with 
the hero* 

An example of this is to the sought for. 



I 3T5f l MK<dl*Hl«&J5n*^ 3TS!^ 

aren% sftgfaqr **t sssjwt 3fr?RTfa i srowfa 

f5nf<T =r ufaTcttfa I ^5FTOR ; *Fm: a|5f sftgftifr 

e i j[gew r < i wr $T*Ff ^ 3 t%t^ qwsrcrrerfaqt jf^3 3 ^^t 
gq^rrof 0 ! ^wp gq tftorr fMpifcr ipfa 

^farfa i tariff sfterafc# “sns--” sfa ^ ff*Kra% 
sfriftpr =q ^‘, w^ 1 %^*r sfa qqg? tr^‘ 

fassrfTOSraf Wn 5W w «p3T' Ucf^Rli 

ScprfH l 

^K^rrqTH. 'W^+nuig *t v ^ qrfe«fiTg afigfa 

ott srstc: » 

sfrgfa^* fTTf^wng— 

“3?qqt«J qs^*TR*fftq! SPft^Rf^! «paf: sraildftflaCr 
qr qT^kfurf^r i 

m qi” wtfwg 

3TT^qf^fT I lfqTH*r^ SRsjqRTT fITfew, 

3W^HTFTT 3 wfaffiT I psr 3TFta 

arcriHP 

arf^: fa@ri<r-"3?3f 

> 

«3OTtsj q^PTfas: W 5 PNj ftp I sra J TfTf tefttft err 

w 

^rg* ^mrn> qrfe- 

^TOc^spajra** swd^Rf^t qicfy^zn i 3nffc*% 
cfa ^to ft p i a^siasroqft- 

irfiTTOTcl *WW<W^r ST ^^TOPHR*. i 
s wwta ffii stcdtartfsi aicftsgf^OTT qnteRT a pgfaq i 
Orf. fRTfy asimf^q:I 







oEtftfPROI* <Wffe*TT fftl f^RN* f<WI§ ’ 

ffe I 

a#ra ^rrfesr crM 1 srsr: 3?fa ^Wrfcr w— 
55isq%- 


“55^ WlfcHilUR ^>iF^r^’' 1 


sfoTR 


Text-ffa: | m 5 ^'- » 

*sfa: I pN ^ tt^: eHT^ 55T ^T ftsT^ 

pTTfaRT cRT ^ 4gdlc^%rfa: I 

I ar^TT %farsffi^1 


fm— i w’ swam* pfof sgrcfa i 

^rMq: i JR ^i‘ ^ pfor ^fnr y«r«m% 

qrcft i 3 rj ssfta srrerrr i tht^ arft?^ sgot 

c5arfe?f^:” ftstafai s?r^m i - “^m m&wn - 

«TOLV I “TR* =sr^ 32 Tfc I «R: garfe aRRT^ftSff 

fa^ftsfasRras^ 33iMT ffa g g Hg«H > 

3WWI ^ njf Jifspr* ¥T^f I APT ge ^T WZ efT PT ^TT 
ftmp sfrf *% I aiftr ^ ?T3T *TT$ «a^f?TT S^RIT ^T^T 
^Nffifaarsr i 1^ ^ r gw fir i t^r 

W.’* I ?WR «T53fc5T ^<faRHT %fa I 

‘>50rft #ftW>T ifcT g^^TOSTT ai fo p wfry 

ftt ^pmfore cT5i ftran i t^* ^ era trpt errant a*raf ^ 

ffcrfowu aRT—l 

Eng. Tran.—Now comes the turn of Hallisa. Haltisa 



TO if*#?: vn 

has got only a single act—played by seven, eight or ten 
females. 


The language therein is a high class one—and there 
will be a single male actor. The shining brilliant Kausiki 
Vritti will be there—together with the first and the last 
Sandhis ; and the same will be attended with a profuse 
amount of tune and time. 

—As Keliraivataka. 


l m STftPBT— 

for— I 2W5ITHT wfmt 

Eng. Trans.—Now comes the turn of Bhanika, 


TR3WS5TTlHa^ II 

aqwfrcftssfftRrrat fMto sr«rcr d*rr i 
wm faifris? mn *nw: u 

siTfcHreft aiftpuNMiTCi aratf i 


siTfcHreft Gratf \ 

* 

<Jw i 3U(w wwti, ii 

ftWItreftTOlWt TORI I 

tfsrc'sfe ^ at§ 4 tJL«p^ei atrrum. 11 
ffa: I W i axw» l |pl ()l am—«ra^it I 
ftra- i w sres" wn turn ffa ^rorfa, asaitnfew, 
justPwr, =? aftrenrofFtonfa otw- 

ew 3 •flwft? 3 ^—«T 







TOf 

m i ^rrter^ Bserffa TOTfaTOrrfa 

#gftfcWTWil cWT =5^^^WT rT«IT f^firafaRST g^RT I 

m ifalftpfr VTRcft ^ I T*7* frq- ^ tTq- e7f:-3m TOt 

tpr* JRS^T 3?Pr^ 3757 3|^ ^teTTOL 
3 tssh$ bh 3isn^r sfrfcin sifa 3 --^ ^mr: 1 sr ^ 
SR-TlfiT SRTIfWTO. *7Tf°R5TTO #rf ^ vjfaoT 

sfa 1 fgrores fo*mr: 2 sr <p37fa : f^r*r- 

SR 5 RT*. TT5T I 3 —w w 

ft??- wrarwri ‘ j7V*$ Rw 1 1 ’' 


Scforcg forto-H 3 Str fclTOlW I i&faR T*7 sr^fa ^ 
379R^37Rft^<T¥7 3THTTO TOT TTsr fasrta: l ^7 
ftr^JT^lRfU, I ?m cTrl^ 3MT^ 

*7lf<WlR ^TT BtTOttT 3R! ftrcWTCW TO^I 

q ^3 ftfftr: *n 3 ftr^Tro s<ftot: win, 

5R*5HH I *71777*3 STO^T OTrlfr I T^TTf*T 

C *7H STSTTfa STOfa 8737*7 *Tfa%q* ? <^I^Jimf^ 57?«R*lj » 
mf^OTT SBFSTt W «m^TT I 87^7 87«7d SERTt ^^TT — 



1 


3*TO TTTftmTO SPW^:- 


* k 37TO #^7j^5R5T 3R^^r4>Wiq^l* *T, fafac^ TOfo- 

cTTOT 7ftwataf<r<hl3<^ft I qftf JTT^ 7TTO3J7- 

TOtfRT 0TOT: ftRrfkftlTOlwflfcft dfe fem: farRU” 


Eng. Tran.—Bhanika is full of ( actors wearing ) fine 
apparel and has got the Mukha and the Nirvahana 
Sandhis. It runs on the Kaisiki and the Bharati Vrittis 



and has only one act. The heroine herein is a high class 
lady and the hero belongs to the lower order. Here are 
seven angas—the upanyasa, the Vinyasa, the Vivodha, 
Sadhwasa, Samarpana, Nivritti and the seventh being 
Samhara, Upanyasa is the presentation of the object in 
passing talks etc. ; Vinyasa is said to be the expression 
of words implying mortification. Vivodha is the removal 
or disappearance of ignorgnce ( or misconception ) ; and 
Sadhwasa is some misrepresentation. And in it, Samar¬ 
pana is a statement, full of reproach, due to anger or 
disturbance (or trouble). Nivritti is said to be the citation 
of an example. 

And lastly Samhara is the completion of the (pri¬ 
mary ) object ( of the Bhanika ). 

Text— 3 % i rrtfqf gsjqt H l4hU$fd*lx*tsft apftfac?' 

f^RT I c f®RT fosta’ && arfir 

n&lwi r “srcsonfs *.wii m ^ 

3^1 tr^rt zmnfa arftjR ^r% swr% *fr fasta 
$m:-m 3 «tft m i aifa ^ IMr^r m 

rp arf^ct^ir ^ ^ W \ 

^ m sna^RRT^ smr era 

33 Vr\l Wmti 

W ^Wl«ll 3T3W*fcH«$’ 3ffa !TR«^irteF%sft 





«rafqr thrift wsifa gqwirfa q gasa: 
iqqfcr TOfift t g . v&fcRWi, aftftrein awftiTO, rfqr 
TOTOq* ^ M l ^ThPel^qf^ : TO% d^TRt 55530H1H 
^q f Nfdfoqq : 1 to *nq:~wfiroT tot gq^qqnw sro- 
fqqfar ^3 ?tg TO^qfo *srofan ^ q q^Tfa tos- 

WfMcilM TO*?* tfcrg *TT 2 TO qTH S^TTM 3 Tm g tiTOT 
qf aifqdqq ^frfqgjTg^rftqr TOiroq* %%: 1 
ff«T% erfaw. gq^q% qT ^q% to trq snaqwsyro gf^m- 

afuro =q qsfo froq^ ciftro. 

«f«fa*i<ftqi*^fa*rrq: 1 srfaq, “qq” qftro. gqqq?- 

55 ^ qq JTRSBt^pnfq qTaq&si? sro qr^qrroTfq ggq- 
qqiroi gq*fa g^i; ‘W’ sforq qq% qr ^gjr^rro 
TO gg: qsf^TO 9*TO g^TTO TOfeRtfqTO 1 

TOfasqro gq^qro qi q: ^ qrass- 

q*aTi «TT2^55$I<TOTq q»f*Id 1 ’Sfq gqrfa 3f5f qrfag: *ET g qqpf: 
airo^q crfen. ^q% gq^q% qT frosfqfa *iq: i 

Eng. Tran.—Though all these ( Rupakas and Uparu- 
pakas ) are (primarily) of Nataka-character (i. e. though 
they are endowed in the main with the characteristics 
of a Nataka ), yet only some ( not all) of the characteris¬ 
tics of a Nataka ( spoken in connection with the definition 
of a Nataka) should be inserted here (in other rupakas 
or in uparupakas ), and that ( also ) in accordance with 
(i. e. in consideration of) this ( i. e, of the characteristic )• 
propriety and capacity, On the other hand, where ( in 
the definition of a rupaka or an uparupaka) the character- 



to 

istics of a Nataka have been re-iterated, they (these 
characterestics) must needs stay there—such is the 
rule. 


ftrcT I 3TO 3?ft*Tc£ 5OT 4 £rr: I 

spte infest fasw arwTfa arororfa gtaT 

sw'TOfrtT en si i 3qr srofa sift 

^ WR anta qffif JTM^r spjfjf lf?T TORT I 3 

susuid^iTOteT 

#T 3 5tT3^OT^3TTf^ ^3 3R: m %k W3 l 

swmfo- 


“jr (fesft ^frT fR?TRt) sfrrf^R *n«rr *TT°ft 

srWTCTCn&n I *BT®T ^ ^ ^fsft *IFT*R 

^fcT ^TWOTTOfa *TT3R *TOfa fftr 

3?3<NfWd” 1 


ftraRf ^?TZffe *CTOT: - - 

“aiWSRTSRf OT*” I OT*W!3. =TT3qT3* 

tooth* i m TOTsrcftrfa ftororaLStf ^rftrfe 

^f?r =q ^Trf Wt%sfa 

l 

TO Syqkftrfcf TOSOT* snawfewid, 3*f ^WLI 

i srr^Tf^ ^ 1 


ar?ro sftofeiKtfa 3 g^rfa tR 1 37ft- 3 

5R 33R- cRJ^ tfT<^7TW*l cTOTSTOWl* «FOTP U 

^ rr ^ OT cnfi f ww t ft n 


Text—fftfi l aw TOTOTTfa I 



— I «Tc 2 f m*{ [ 

ftfrofr ^it 4 ^ wm* ^re»Krci i aig^n 

to^toh «i \m&i sn^ i 

Eng. Tran.—Now comes the turn of works which are 
to be read and heard, 

Text —i 3 * 32 ^ sftgcqnpf tRL TOTO^FT fc-TT I 
ft?T— I sftcMWst* %^ 5 * STTOflTO^—;Ehr efr sjq^rr 
«rr towiwi srawfrnqt ^ 3 arfTO^qW ^ 

^resf era: ff «^r srawiaraisfa 1 er^ ft^rr ferarcj*— 

mm mr 1 

Eng. Trans.—A Sravya-Kavya is that piece of compo¬ 
sition—which is merely fit to be heard only. It is of two 
varieties— Poetical and Prosaic. 

Text—3% i ?t=t qsFpnft I 

ftra—I 3TCI 4^W*TT TO ®Rf I 

Eng. Tran.—Amongst these (two ), Poetical pieces of 
composition are to be described now— 

- Text— s^csto* to’ e$%*r ^ grfaj^ 1 

gpajm fro *TOrfa?T^ fsrfirfaro 11 

3555TTO* =^ 5 f 5 f^ q^ftr: to* 1 

to-1 arot to^ CTrftf-- g^ f ra , ^L 1 

TOTfa 

ng ^nre ft^t %fH mm srffcTOP* TO*i*ft toT to’ wft 
gq fcrg ^ n fti to eiretf to qgi*i en^r t^TOS^** 



i ^ #Rmt^ <f4ihh 

^tri ?rft to* w ?m ffcf w; i siwrt TOimm 

SPifcl I J^5 q?f *m W TTcf 3?f^ ^Tcft TWR^ ■IjfoTO 

5wbrt?t% aft ^ tos?t fro?; i x &' fafa; to: 

^ a^rfaej^ f*T& I rrq frl<*6^ ^ ST'T^JWT I 

ttst' TOftn to: fm^i ^ to TOTfa w 

*rfcr t^r gciqrT^f^T df| cuft vm ^m. |fcT 

»raf^cf i F^qt to^ht TORt ssRirfa 

wr i 

Eng. Tran. Padya ( verse ) is that which is couched 
up in metres ; and a single verse (implying a complete 
idea) is called Muktaka ; two—( conveying together a 
complete sentence ) is called Yugmaka ; three—a Sanda- 
nitaka ; four-—a Kalapaka, and five—a Kulaka. 

!%•* l cRT 3W qwm— 

t 

^frfafrsfq m 
mm . iotcirt: vm . \ 

wqmi 31*3 *p: 

^ife^rr ppicwfirr nxm\ qraftci u 

flftT— I cfii SlfeST: V& HOTRftfasiT- 

ftpq: ci wr- *pw sreterff; i q>n \ w- *ai m sfes 
m vmrni ^p?t arrfesffsri snfi^f^r, mmfa 
flww qicNT qqf^ci trsr* ^ i qg mjR \ srt- 

<Pn 3T5P^ 3F2PPI qrftqrf^L ^ 

m*{ ^qffKf^cw^i arfte tot. m^riW i fare m 



iimam' up m n tfrftw 

^ *> 

«arr*WRTTTO ^TRTOWr: TOT: 51%g§ ; 

Eng. Tran —Blessed are those damsels of the city 
of Mathura—who out of eagerness embrace, talk, kiss 
and drag hundred times ( in hundred ways ) that supreme. 
Brahman who is the essence of deep bliss, unchangeable, 
birthless and infinite, and to realise whom, even the 
yogins constantly meditate—being concentrated in 
Dhyana ( meditation ). 

Text—| ‘ TOT TO - 

ft 3 jfrqTF% iKret I 

5WSOT- sfrftpTT 35 Hi: II 

o 

ffcT dTTO ^T5#f TO TO 

dTTOTfN’^^ II 

t^FTOTfa I 

f^TrT — I m SSRT* | ftlTO^ 1 ft 

tot & to sKfara i w&u OTifa- 

^srfe l CT5T SERf TOTTO^ JTfJT sprr^si^rut fffa I 

erftro; arfa crftro m *Tftr TOKqu ft wfr 

Stfa cT^T 2*5 *r: cTTOTOifitoT: sr sfofT: i TO?fa cT^T 

sppff awnRi: -51 ?rf*r 3>g*5li:—5WTfa at# 

wnfafa fw *Vr: 5? afag: ami a t^r sroft grfsr smsw 

Sjftjga |% 5HPP i ffii *rm. wi. fSTRff ^ippHt 

fewft %ftepRP—araSw ^ s»rai§ ^ w 
enfrojjU 



n&m® ct«tt f? 5 w arPr ssrtt wfcr r 

cTTfa 3 I TfT sf 5pfP*38? Tf ywgwwiw - 

asjf ww wmi; st«ft “tf^flrspqg^wn^' 

' § 383 ? OT 3 T-* 8 «<U 

Eng. Tran.—“Will you, my love, place your excellent 
cheek on my palm ? Your wrath upon your lover, drawn 
by your love, is ( by no means ) justified, even though he is 
not faithful to you ; and as no sooner did 1 cry to say 
this unto the deer-eyed lady, than the sweet humming 
of bees was heard on the mangoe tree. 
fm— i q^^r-ri srirt^ it^ 


Text—*yfa: I 


*PT 5 F*<*t rf^t 3 TW WJ I 

35 %: 5 Tfh II 

TOremsnr: w: feniT 55^rsfq «tt i 

anrTfa 3^rsfq ^n: 8^3 rpkfw i 


IrflFTO TT 5 FITSRR* II 
ixwwzm *qf: QS&RH q >55 3 ^ l 
33 ^- fnrf^TT^ftqf pq st ii 

fvfafSTTO 33 T^ *J«l#ef= 3 * I 

t?liffW¥ : TO wn^f« 4 tw»: II 
sflffcOTT: srrMNf: 33t: 315TfTO ^ I 


•JMhWW Clft 83 : II 

83 f^ 8 T ^8381 TOOT 3 ^Ll 

w rw wi; 11 



GTftercW 

sim4«ni^T2n4c5Tf i 

9 

gwfmftraswft ^ gf^T^T^: 11 

^oiifr^rr: gsrpfm* HTwt^Tsrr n 
^r ^T 5n3T«Rcl^ *T I 
qHTTSJ *ptfafa?WIT STOUT § II 

im -1 sTOirTfa q^Tcyram i 

‘ ’ ?fr| II 

“mtt'ttWX” |f?T 5T^%feff^TT^T^: I 
q*TT - ^TT^r-f^jqri^rvqf ifqqT^: n 

qm qT m -Jrqqfqcsmifq: i 
fiFTrr^TTf^qfV I ^f: J£fe: I Q q 3*sqrtf 

fc^%—3?^TTq *TO?q: flq: *FTffcRTJqT 5lftn? : 3^Tq-' 

5 pqq m 3 qqroirctTO. 3 ^ i sf^ 

g»ro i 

Eng. Tran.—A Mahakavya i. e. an Epic or great poem 
is composed in Cantos ; and in it there is one hero—a 

divine one or one born in a noble family or a Kshattriya— 

« 

and he will be of the Dhirodatta type ; or high-family born 

i 

princes of a single dynasty ( may act as heroes ), one of 
the three sentiments—Erotic, heroic or Quietitude—will 
be the predominant one. All other seutiments are to be 
subordinate to the dominant one( i. e. all other sentiments 
are to stay therein as subordinate to the principal one ) 
and all the Sandhis of a drama are to be there. The 





story will be either historical or one relative to some 
great person. In it—there will be four vargas ( sp}, aw: 

) and one of them will be the main ( ) 

theme. In the beginning will stay salutation, or 
benediction or a reference to the mainsubject (or 
topic). Somewhere (in such epic ) will lie deprecation 
of rogues and somewhere appreciation of the good. 
Each Canto—is to run in one metre—having a 
change of the same in the end. There will be more than 
eight cantos—which will be neither too short nor too 
long. In some epic or poem such a canto is seen—which 
is full of a variety of metres. The evening, the sun, the 
moon, the night, the dusk, the darkness, the day, the mor¬ 
ning, the noon, the hunting, the mountain, the seasons, the 
forest, the ocean, love-union ( or conjugal union ), separa¬ 
tion, the ascetic, the heaven, the city, sacrifice, war ( or 
battle)., campaign, marriage, counsel, and child-birth 
and the like are to be described in proper places with 
accessories in it. Its name will be afte^ the name of the 
main theme, or the hero or any other ; and the name of 
cantos will be after the topic dealt with therein. 

The Angas too of Sandhis are to be inserted as far 
as practicable. 

The plural number in the word “Anya-Vrittakaih** (in 
the phrase “Avasane AnyavrittakaitT ) has got no special 
significance. By “accessories*’() are to be under¬ 
stood “water-sports, drinking*’ and the like. 



* 3 ° 

Examples—as Raghuvamsa, Sishupala-Vadha, Naisadha 
eharita' or the like ; or as my Raghavavilas aod others. 
Text—i srferfnq 
I 

3% I I TO“TO*TTTO. i 

fm-\ 3 ift?R g* gfe 3 gnf: 

3TR3Tr*TR^ ?fd wwt i tof— 

1 RfTVTKd^ 3 I 

Eng. Tran.—In an epic or great poem, composed by 
some sage,the cantos receive the denomination of Akhyana. 
As in the Mahabharata. 

( Cp. “M *TT^rx^TH TO ^Tg^d '” II RfRR- 
di^ *WWr«lfa 

wimsm 0 

Text- 3 $& 1 crfen snf: an^rraEf^r; 1 

s=ro refers *T fedji< fa || 

ffrl : 1 TO %35p*r- l TO ?W-f51TO^rfe|^ I 
ftRM “sfefci.TO TOSflWdl 

WT VPJinw 1 ^ 5R1 

snwu to 5^ftr3 sreRotg 5 % snsd^i sttsst* 
TOrcrorwt ?m 1 jn«n%r 

(5TTfd‘ ) OTtftsft* TO7=^Y 3T5TO*ft TO RFT*ft I 

* TOT 1 arro^r: I 5fT$i§: TOftp 

SPTf: aiPTOEfro I 5TTf?j- 

b*to tos fftr s*to 





v\\ 

*Tfacfi: qfofl i 6 q t %fo 

*te*n sf&gh BRfrftr: ftrcfof srr?u g r #Rgww<fl 

W SITCtacfrd: \ JRffirff fW^RT* $3o5?rSfT- 

Eng. Tran.—In Epics, composed in the Prakrita 
language, cantos pass by the name of Aswasa. These are 
written in Skanda metre and sometimes in Galitaka metre 
also. 

As Setubandha ; or my Kuvlayaswacharitam. 

Text—l sf^R *mf: f^rofw: i 

cPrrra^w^nift ^t% firfaqpjrfq u 
ffa: I ZPTT I 

fira— i 335m: wnf^js 1 3^ 

5 Rf< 3 ^ W 

5TWI? ^ qfalrR^I tTq a?fa arosfa: 

SRift I 3N3fSffa*n5STfeR. *PTf: fSWftTWT 

tffRT 3TOJ T rjT = *§: I fa* cTftjR^ aW5l*sa*ft& 

sfrmft stqreRWM^TH. fafasrrfa sift 

* 

qrfc% i 3H«r esRTt to- wrciw 1 
Eng. Trans.—In epics or great poems written in the 
Apabhramsa language, the cantos pass by the name 
Kudavaka ; metres of various descriptions are also there 
fit to be used in such epics. As—Karna-parakrama. 
Text—t wtihmmftnw i ft. tr^ wSagwfaem.1 
qwijtrew <TO: 11 



iftf! \ I 3 TF-jrfferTOfS? I 

ftra— i flfrwar 

?m f^n i *m ^rsnqT l&m *fc$aR 

STf^l cfFTTqfq 3^: 3H3t*3r:l Wttf^TqT fajRTc^ 

Ste$&T STf^ wmm 5TT ftfaTcf ^farfacf |fcT 

sfgf aix^ftn ;*g ^T^i^fq fn^L? 

^rgsrfaiFf giT^ffrf tr^tsqqr %? qjFqg * ^i 

cff| cm ^ 3?qf»?dTfa q^Tfa ?TJ5T5Tf^ *g*. ? 

q^q^qfoqr^f^m: qsf: a?Fq^i =iT 2 :% ^tot, cmr 

3 ?ftr ?!H«B *fw" q^mu 

qiT^r 3 cn sr *qn s^r* “3f^OT^-qfa£cT<’ i 

safari g^T^rr wmri mati araqft isw qftcf 

%m -1 3?qs si <n q&PK f fewi 

gfcqfirerm #rg T^q^afcrqmtf q?m ^rg. 

?3Hq^ ffa *TFf: l SSFcft -f*TSrTS^ ®n*rf- 

facSRP I 

Eng. Tran.—A Kavya (poem) is composed in Sanskrit 
( bhasa ) or other off-shoots thereof ( vibhasa )—it 
consisting of poems (or verses) dealing with only one topic 
—and being shorn of cantos and the Sandhis as well as 
their angas. 

As Viksha-tanam and Aryya-vilasa. 

Test—sate! ^WTTVHR.<MU|tfctalguiR^t 
fftpi Jrat^jrf^: 1 



to-i srcatfa ; 

ff w&>&i q qto r gq r ft fatoftto, 

*m QT^KfcT ai^^fcT ?fq *m^\ eraqq qqf sftor *uwi 
g pgern f h&ay - q &q r gq ift ^ sfa i q*rrfe 

m<& :t qqfa i qtoqiqtwqto' q Em. vz 

^ ^ foifa I 9 T 3 T 5 i F 3 3 3 . 

qTqrfaqTqTtoqt *Tr*frfq qiqpften i zm ^T^ft *m- 
^sw- i to argqsr qfftr q$m§q*n^qTfq m s- 

«MTft 3m%R *toifa qqr—t^tototo* g qq gw i 
cISTT ^ I qq qrcT^T* ^Tc3^^, 

Eng. Tran.—A Khanda-kavya is a poem—which 
resembles or imitates a Kavya only partially. As 
Meghadutam and others. 

Text—| ^tq: #lOTf|g^q? I 

q^Iififrn ifstfi q qqTfq JRftq: II 
f%l q^T^ftomto qtoqft STSqTI q^T— ffWcqife I 
to- I 9T«r «tTO^f SRsftfal q q qtq: ^to:? 
apq^qT^: q^q*qtoqR%P , JjqfaqgpS qfq: 
qnqj qio5«r«affqtoHt ^ctoqt qR*qrcqtoqr a?tor—q^t% 
3 qr qrto l qg qfq sstop q^totew qf| to qjq-to 
aiTc^i^ qjtq 5 % qiqRPRfqf <raftq \ stk* qsfq-qqqr 
ifito ^to: \ “qtotoft” q**ft *&&rsq ^ to pn i^ q^sr 
qfrto : 33m I sraitoq qsm^r* qsqq. onto *to: ^qp£ 
qtq: I q qq qqitoq *fap qfrp tofa tRtap 
sftoqiqq^i 



TOTWT^cTT I 3 v$\W 

TOTCfatfsn: -<tf % ai^W53r q^P^l 

f^ q^UR taffS ? xfazj: *$ I ^ ^ fate: ^TSSTT 1 
fr&fai : €nW»IH^t *Tx®facl I tSRlt W 

g^feft I TT*SC" 31^ ^ I cT«|Tff ?#lfaH4iSt‘tffa<te «ft$Wf- 

qjoite* ifitWTO l 

Eng. Tran.—A Kosa is a poem in which verses stand 
independent of one another ; but they are in order of 
Vrajya i. e. they concern a single subject and are very 
charming. 

Vrajya implies the placing together of some verses 
and objects dealing with a single topic. 

As Muktavali and others. 

ffa: l 3TO rKWl^nfa I ^ 

te—i te” sfa ateSfaw^- 

4>Tgggf fr T ^ 3 ?t^ <KWf «T^TRL 

can^T^ a*B<a% t cia «^i<siiHidL sw»^ fa «tct 

»i^r swsftfa i 

Eng. Tran.—Now come prose works ; and at first 
is being explained what is prose. 

Text—355fa: i frFTTHftftr^ *&> ^ » 

m u 

mf mmfet OTrrogcf 

tftm g*w‘ wfa i smfai- 

WT *W— a ^< ^ fafaf P ^f^^t^'^faft^ 
^bl<l^HlRdSft^R > * ^ITfa 1 3151 



TO: 

TO ! i “awndfa i s?uefw- 

srto qfans- 

TOWtf TOlft I 

^k‘ to *m 3»rc§raPK apfaRrm sErfMfa^ sjpsw 
TOT 1 

ftm— 1 wft *T^ 33 m* #arfa TOflL TO^^WkWC I 

TOT^ §W*» 

Eng. Trans.—Prose is what is composed without any 
metre ; ( that is nonmetrical composition is prose ). 

It is of four varieties; Muktaka, Vrittagandhi, 
Utkalikapraya and churnaka ; of this the first is void 
of any compound ; the second abounds with the foot of a 
metre; the third entertains big compounds and the 
fourth only small ones. 

Muktaka—as, grave in speech and broad in the chest. 
Vrittagandhi—as mine—(i. e. one of my compositions ) :— 
The city of the enemy being awakened by the twang of 
the string of the bow—that has been bent by the sticklike 
(i. e. firm) arm wedded to the desire for war. Here 
the portion—“the bow that has been bent’* forms the foot 
of an Anustubh metre ; the portion *‘Samara-Kandula” 
( desire for war ) also does the same sav£ and except the 
first two letters ; utkalika-praya as mine— 

The strong or vast army of the enemy—which is in 
war being trampled by the constant discharge ( ) 

of sharp arrows. Churnaka—as mice— 

The ocean of the gems of merits, the sole leader (or 
the only lover or the sole gallant fellow) of the 
world, the cupid of females, the gladdener of the people 
and so forth. 





Text—ste i wtnrf aw'^ ftffsifcrui 

wF-wi tptqpm ii 

3TT^ q^^JT^BR ^55%' rl^rf^ I 

3%: i m\ I 

f?R[— I m &T- »RlftfeTcT SWfitf ^n^ITfcI I cT5f 3fl^* 
wt i mvrt W ^VRJ ART 

*TO frfafttf tf*R|' TO' <R* 

»T^WT^S%K qqf^Rl 3TMf 3n^te^t«f«pr: I 

jfsrfarat prf^i to* TOfafa srf^r: fgrfagj 

snroq. aNTO^^fe i 

Eng. Tran.—An (interesting ) topic appealing to or 
inspiring sentiment and couched up in prose, abounds in 
a Katha ; somewhere in it ( or in some of the Kathas ) is 
seen metrical composition in Aryya or in Vaktra or in 
Apavaktraka metre ; and in the beginning there stays 
salutation composed in poem as well as an account or ana¬ 
lysis of the exploits of rogues. 

As Kadambari and others. 

Text—i arranftw i 

’awu»Fwfon*f <to‘ 

wtawf 

snuff mrR Fit s^srt%r%5t^n 

fftp i tot— s«hrftaifi? ii 

far—i fefcwsrc’ «mtwsf atwi i Ewt i yqt faffi t fa - 
e t mfa w wra. wra:i w- wn r n ?ptt e rw u i fatwm 



<P5! qfiTE^: 

aift ssf fofcu q< <j$raresrc«j a«r 

srtflL l ?Wlfi[ 3TR' 

‘w TOnn q^wnHu ^aaf^^'swraR^rfcrt 
^xrrsn'fWt: i ?t«t sfa <s*tpni: atraitftwRtr^ ^ 
ft?m: 2 ftSw i t —tfrfall ap^ifRt 
fsrtft i 

Eng. Tran.—Akhyayika is just like a katha ; but in 
it is to stay an account of the family of the poet and the 
like, together with the achievements of other poets. 

Here and there in an Akhyayika is to be inserted verses. 
Division of the story is to form Aswasa ; and on the 
pretext of describing other things, the event to come is 
to be hinted at the outset in one of the metres—Aryya, 
Vaktra and Apavaktra. 

As—Harshacharita and others. 

Text—ffa: i “arfa m -*%- 

^0g 1 Hfj - 5 Rir nL ‘*a?ranfiw 5TT2T%5hT f^sran” 

1 

f^FT— i “cfsrrft afwrfHurr^ *r*t 

vfsfam ^tsfa fapftiTTfisr 

araparfoit ^SR5T3T^ ftp^rfa I & m ^f^TT ^ar- 
SHifftldJi l 8?f5TOTO[ 3?Tf^ 

wrfcr ^ *n ^ airenifw m swRrf^rr— 

wn: an^JTftf^UTT^: =T a?5*pfcp &rffcf 1 

*t d m% ffrr a*forw i 

Eng. Tran.—Following the statement of Acharyya 
Dandin, running as ‘‘there is no ( hard and fast line of) 



mf&mt 

difference ( between a katha and an Akhyayika). So 
opine others’ 1 , some hold that Akhyayika should be related 
by the hero himself. 

This too is not proper. 

Text— i 3TT^IRT^«J 

i ?fa— 

qtgcFSrfa 1 

Eng. Tran.—Akhyana and other prose-works are 
included in katha and akhyayika and hence they are not 
separately mentioned. As it is stated by Acharyya 
Dandin— 

The remaining ( prose ) such as Akhyana and others 
( or of the Akbyana class ) should be included in these. 
An example of this type of prose-work is Pancha- 
tantra. 

Text-$ft|: l aw I 

far— i ^ 

spfiT nqqsm (ararr* ftr«i) aw ^tt- 

f^TTI aw 315RR* 

_c 1 

i 

Eng. Tran.—Now works in both prose and poem (are 
being discussed by me)— 

Tea—t «w«w<i «5 jt‘ i 

?ftpi TO^KIJmftflRI TO *T—I 




Y*\ 


ftra— i «RTRPPf *R(i5r aftrass q^Tsr ftftg* 


«T^T ^Td w I *WT «Rd*J!FJd*P I 


3RHI 





=*F£ I I 'W— 

*frt l <HH«g ft -^MH . I 


Eng. Tran.—A work written in both prose and poem 
( that is partly in poem ) is called Champu. 


As—Desarajacharitam. Nalachampu etc. 

Text—335ta»: i tfSKgfafts&sara l 

!%• i m\ i 

fad— i m ir^fcifirgpr 
d^ w ap ftffadi Heft fawM *R®fei f^?i 

OT*dt w—i w 

ff&reftdj g fcK fc fd^dfr *R^fd W «f^T^Rmd»=r(?lTO' 
*fadT %ftfaf5&fefa«[W^t l 


?ftwrtHTfa^R:faSf 


JF^r 


wid«iftHfa #rfnTTc5f^T^^ mr i 

/s / 

Eng. Tran.—Royal Eulogy, composed* in prose and 
poem is called Viruda. As—Viruda maniratnamala. 


Text—| dTOfaftfa^faftfaftdR I 

ftai w sw ri ^iraft i 

fad— I fafamfa: dTCTfa: d*f*Td d*d dld ^ftdNlfa 

fafW ^ srr^d fafafad tfad* i 

•wi ^SFcfr arstr-sp^BK^ ^ srarfenfR# i 



me 

Eng. Tran.—Karambhaka is ( a prose-work ), compo- 
' sed in so many dialects. As—Prasasti-ratnavali—of 
mine—‘Composed in sixteen dialects. 

Text—#= 1 : i TTsrqr 3^ET- 

- \ 3|fcwp ^ ^ 

^ ^T: sl^l, % =* sf^TlTT^teT: 
tffc ??TOT:—^H^ott^I 51 sit I arfiRl ^ 

atffosr^ * sirf 5% l ^ 31^%: 

tn* 3 TWPtR^t: ^ I 31?^ TO* 

- ‘ W ^ iT g 

*TFT l” 3T^ |g^T % 2*1^ 5» gqo5^l?n; ttwp 5J 

ANlRcfi: 1 

Eng. Tran.—Other varieties are known only by name 
and do not go beyond the aforesaid classes and hence they 
are not separately discussed here. 

srnr n 

As 

5fMl*ll*5H^«n$l Wrrei5?RSl 
*J5|iTT fa NMpJfui 

wrm: II 



Division of Kavya in Darpana here « 

i 

i i 

sw ?tsr 

i _ 1 n r 

I i «iqwq 

10 Rupakas 18 uparupaka ! 

e. g. Nataka e. g. Natika I | ! 

Prakarana Trotaka 3 ^ qiTSF^ antf 
Bhana Gosthi 

Vyayoga Sattaka, Pras- 

Samavakara: thana, Ulla- *^rarc?rrf^ 

Dima pya, Natyarasak, faffi 

Ihamriga : Kavya, Prenkhana 

Anka. Samlapaka, Rasaka 

Vithi. Srigadita, Silpaka 

Prahasana. Vilasika, Durmallika 

Prakarani, Hallisha 

Bhanika _ 


3^ frPTfr^ ^feTSTRT $qr BTRsHTf^ET 



[ N. B.=A11 the avove broad divisions of $i©ir may 
also be either—(i) Dhwani Kavya or (ii) 
Gunibhuta Vyatiga ( see our Text P, 39-40 ). 
Darpana does not recognise Chitra Kavya of 
Kavyaprakasa (see Intro, here ) 


Division of Kavya in Kavyadarsha* 




1. 


q^3 faw 

1 _ _!_ 

1. 1 l| I 

2. §55$ W BIKfllftli ^*T£ 

3. 

4. *hrRT (*h*5<T) 

5. tfgrew 

(<l^r) 


II. Again ^!® JPJ waf ®I 

1 

1 

1 1 

i 



ftrwmr 


fcSfeci fefwr 

IViPsKI 

hi. 

# 

Lastly—$T33T 



[ N. B.—Qhwani-theory was not in vogue during 
Dandin’s time ( see our intro, in Kavya¬ 
darsha, and our Tran. & Tika under si. 10 ch. 
1 . there ) ]. 



APPENDIX 


As this following comes within the purview 
of some Text Books and as one and all commentators 
from Nilkantha downwards have stumbled down here, and 
as it may come within the 3307 (embellishment named 
s?Nt, P. 284 ) so we discuss this here : —under "tfarrftr 
and “cforrcfa in JTfflTKcl, Nikantha takes jtawfe ^ 
as 3n^5Rft*T for he recognises' the usual base ( from 
qi+spff^N.) which gives cftaT ( ^55 ) in 1st case sing. But 
cforr^also being grammatically correct in 1 st case sing., it 
will be wrong to take it as an 3?ri5rcft*T 1 If anyone takes a 
grammatically correct form as be he an authoritative 
scholar, then it must be admitted that he is wrong. We 
say an usage as aip? or poetical license only where there 
is no way out. 

Let me explain that qfaRf in 1st sing. ) is gramma¬ 
tically correct. Panini’s sng*TT 3 reads in list 

tffa cfa sfNr etc ), and again there runs 1 

* 

the a o ufi g ffi 1 Hence tfta+afiR 

gives the base tfhiE meaning “one who becomes fat.’* The 
above rule for has no restriction that it should come 
in such and such arp^T ( voice ), and the instances in the 
under the above rule are 4fcp W W ; 
note that qjf: is derived in in srfatRW 

WI*ST and ean be derived both in and 
( e. g f ifH srr ) 1 Neither do 

the above rule for restricts gender for 



( ii ) 

-words, thus is neuter, whereas %%} () is both 
neut. and fem, (for Amara says W”)« 

Again under dfa (which is also SRNTO) medini says 

“wsft fintffifwP r iNftn 5% wh” 

Now the question arises what will be the declension of 
^ 3 ^ stc^TT^T words in the masculine gender ? It will be 
declined like faPK 9314 R 1 words as 4T shrcr^etc. 
The Pamnirule on the point is aTOTrfr:’ 

which directs that bases ending in should have 

a ^ ( 51 ^) in the first five fqarfasRqq ; and our 
is 1 Nor can it be argued that Panini does no 
recognise gi^ in cases of 93BT which is in OTTft 
list; for grammarians one and all accept g^ for the base 
•gjKr. which is derived as < 3 d* 4 HS*f. f ), and Bhattoji 
under the Panini rule “s'tftsgs.'’ writes ‘'gsft 
WPW aftl&vR \ So tfiqRT, is declined as cfVsrT^ 

• tftqfcf)' dtem: etc. Indeed Vachaspatya has tffasr as <fta+ 
ajg^and declines it in the above way ; under the circum¬ 
stances being correct in 1 st case sing., it will be 

r 

palpably wrong to say it as an anq spfPT \ So Nilkantha 
is wrong here when he says—it is an snqspfpr; similarly 
Sridha.a’s declaring cfarp^ in fqwjg<r«i as e?re use for <farr, 
is also unsound, and all editors also following Nilkantha 
here has made this error. Now to say dfaplt is wrong 

is unsound and betrays ignorance of grammatical 
subtleties. 



PREFACE 


This chapter of Sahityadarpana is a course for our 
B. A. Honours students ; so this portion is being published 
first-“^^4’ §??:’' I 

In my boyhood when I was a college student I felt a 
want for a good uptodate explanatory Tika and 
Translation of Sahityadarpana, for it was in many places 
then incomprehensible to me on many topics and 
points. All the extant Tikas are tikas only, not fit for 
beginners nor exhaustive to meet wants of readers. And 
to remove that longfelt want, I have now in my fourth 
stage of life ( chaturthasrama ) undertaken and ventured 
with untiring labour to bring out a fullfledged explanatory 
commentary and English Translation of this Sahitya¬ 
darpana in four volumes. 

This is the second volume, but first published as said 
above to meet the requirements of our B. A. students. 
And I hope it will be really useful to my readers—to 
students and to all alike. Readings and inconsistencies 
in the Text have also been discussed hod 'marked out. 
The readers are to judge how for I have succeeded : 
Errors and inconsistencies it is impossible to avoid in Sans¬ 
krit works specially those involving abstruse matters,, 
so I apologise for mistakes if any. 

Cal. Sept., 56. s 
2nd. Ed. in 1963, 







